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Research on creativity in the delivery of social care highlights growing evidence of its 
importance for the wellbeing and quality of life of those in receipt of care, as well as 
benefits for the workforce. However, what is less well understood and overlooked in 
the literature is how creativity is conceptualised and operationalised in practice and 
education. This thesis attends to this gap in research from the perspective of social 
care educators. With the aim of deepening understanding of higher education 
teachers’ construction of creativity, the study explores small stories about creativity 
from six educators teaching into an undergraduate degree programme in social care at 
one higher education institution (HEI) in Ireland. The objectives of the research study 
were to hear social care educators’ stories of creativity in the hope that through 
dialogue, a shared understanding of creativity and a common language to talk about 
creativity could be developed. A narrative inquiry methodology was employed as a 
means of exploring educators’ lived experiences of creativity. Using a single method, 
oral narratives, semi-structured interviews were utilised to generate narrative data. 
The approach to the analysis of the data followed thematic analysis using Braun and 
Clarke’s (2009) framework to widen the range of interpretations. Four themes were 
identified and analysed inductively from the narratives: conceptualising creativity, 
empathetic imagination and understanding, engaging with self and others through 
creativity and the value of creativity (or not). The results illuminated that a 
democratic view of creativity is commonly held among educators and that creativity is 
most often conceptualised in relation to critical thinking, reflective practice and 
experiential learning. The application of creativity to practice reveals it is a way to 
build professional capacity in students and equip them with the necessary knowledge, 
skills and tools to respond imaginatively to service user’s needs and the challenges of 
the workplace.  The study concludes that forms of creativity expressed in everyday 
activities need to be recognised, developed, and evidenced if creativity is to have a 
wider application in practice and calls for investment from those in the field to help 
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Everyone is creative  
 
Exploring, questioning & challenging own thinking 
 




A process - fluid  
 
Broad - not exclusive to art and drama 
 
Tapping into the senses  
 
A language to express oneself & method of communication 
 
Central to own identity  
 
A form of engagement  
 
No right or wrong way 
 




Problem posing, problem identification, problem solving  
 
An experience  
 
Creative living 
Theme Two: Empathetic imagination and understanding 
 




Questioning and challenging beliefs and assumptions 
 
Exploring concepts, themes and issues 
 
Students’ exploring stories/narratives from the perspective of other people 
 
Representing concepts, issues & lived experiences through creative methods 
 
Understanding complex ideas/ complexity of a person’s life in a meaningful 
way 
 
Looking at different ways to change a situation 
 
Making sense of changes in society 
 




Students participating in class differently to usual way  
 
Thinking differently about a situation – reflective and insightful thinking 
 
Tuning into a person’s preferences and needs 
 
Change in students’ thinking about practice 
 
Looking at how to practice differently 
 
Practicing in a creative, non-routine way, person-centred way   





Self-development of the student practitioner 
  
Freeing students’ self-consciousness 
 
Building one’s own confidence in being creative   
 
Creating stories about the self, society or of personal 
interests 
 
Non-threatening way of engaging  
 
Building relationships with others  
 
Individuals opening-up through creative work 
 









Gathering information about service user’s interests and assessing needs 
 
Meet service users’ needs/ hear service users’ voices  
 
Self-expression & communication (creative methods)  
 
Address challenges in practice/ solve problems creatively    
 
Sense of purpose and value to service users’ lives  
 
Good sense of self/own identity 
 
Therapeutic benefits of the arts 
 
Enhance interactions with others 
 
Students learn new skills for practice 
 
A competitive edge in the jobs market 
Or not 
 
Colleges and regulatory body not prioritising the subject 
 
Creative studies viewed as an add-on  
 
Not valued in some social care settings 
 
Creative skills not developed in staff 
 
Creativity not talked about 





CORU (Health and Social Care Professionals Council): CORU is the independent, 
statutory organisation which regulates the health and social care professions in the 
Republic of Ireland.  
 
 
Irish Association of Social Care Educators (IASCE): The representative body for 
the higher education institutions that offer professional practice education in social care. 
 
 
Quality and Qualifications Ireland (QQI): A state agency under the ageis of the 
Department of Education and Skills tasked with monitoring quality assurance of 




Social Care Ireland (SCI): Social Care Ireland is the professional representative body 
for the Social Care Work profession in the Republic of Ireland. It includes educators, 
managers, practitioners and students among its members. 
 
 
Social Care Workers Registration Board (SCWRB): Established in April 2015, the 
Social Care Workers Registration Board is tasked with the responsibility to establish 
and maintain the register for the social care work profession. The objective of the 
registration board is to protect the public by upholding high standards of professional 
conduct and professional education, training and competence among registrants (HSCP 
Act, 2005: Section 27(1) (as amended)). Entry onto to the register, once opened, will 
allow an individual to use the legally protected title of “Social Care Worker”.  
 
 
Standards of Proficiency for Social Care Workers (SoPs): This title refers to 
threshold standards that graduates must attain to gain entry to the Social Care Workers 
register when opened. The standards of proficiency detail the knowledge and skills 
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Chapter 1: Introduction 
 
1.1 Context and rationale for the research 
 
It is evident from educational policy that creativity holds currency in the 21st century 
(Barrett and Donnelly, 2008).  In Ireland, the current National Strategy for Higher 
Education (commonly known as the Hunt Report) prioritises creativity and innovation 
high on the agenda in education to drive the ‘new economy’ (Boulos, 2013; HEA, 2011) 
also referred to as the creative economy.  One mechanism to deliver the Creativity 
Agenda is the teaching and learning mission of higher education (HE) which places 
particular emphasis on realising students’ creative potential and equipping graduates 
with the necessary knowledge and skills to meet the challenges of a fast paced, ever-
changing complex world, one that requires individuals to continually adapt and invent 
(Barnett, 2000; Jackson, 2006).  As Puccio (2012) puts it, “in the face of a fast-changing 
world… it is argued by many that creativity and innovation are essential twenty-first 
century skills.”  This has given rise to dominant institutional narratives that reinforce 
the utilitarian function of creativity for education and society.  In so doing, HE proffers 
an economised view of creativity, one that is reductionist in the sense that it fails to 
recognise other forms of creativity notably creativity in caring for others, the focus of 
this research study.  As Benjamin Doxtdator (2017) asserts, 21st century skills such as 
creativity, critical thinking and collaboration are precisely found in work that involves 
caring for others.  
Despite the absence of creativity in care from the meta-narrative, the ability to act 
creatively and innovate is recognised as a key skill for successful working in the social 
care sector.  Within the Higher Education (HE) Award Standards for Social Care Work 
published by the Quality and Qualifications Ireland (QQI), creativity is identified as 
important in being a social care worker (QQI, 2014; Lyons, 2016).  At Bachelor’s 
degree level social care workers need to “Act in a range of varied and specific contexts 
involving creative and non-routine activities”, “Utilise diagnostic and creative skills in 
a range of functions in a wide variety of contexts” and be able to “Demonstrate 
specialised technical, creative or conceptual skills and tools across an area of study” 
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(QQI, 2014, pp. 5&7).  Taken together with the Standards of Proficiency for Social 
Care Workers (SCWRB, 2017a), threshold standards that individuals must attain to 
gain entry to the register when opened by the Social Care Workers Registration Board 
(SCWRB) these are the statutory instruments that govern the current move towards the 
professionalisation of the sector.  However, anomalies exist within both sets of 
standards in so far as only one of the eighty proficiencies makes direct reference to 
creativity within the profession of social care work.  I contend that creativity is 
subsumed into other proficiencies, devaluing it in process.  A further issue is that both 
frameworks do not explicitly acknowledge creativity as a concept opting to articulate 
the relevance of creativity for the profession in the context of creative skills.   
Conceptualising and understanding creativity in terms of skills solely is a reductive 
view of creativity limiting its full potential within the field.  One reason why a narrowed 
view of creativity exists in social care has to do with creativity not being talked about 
on a regular basis, a view supported by research which concludes that creativity does 
not feature in daily academic discourse (Jackson & Shaw, 2006; Kleiman, 2008).  I 
argue that this has hampered its development and practice given that statutory 
promotion of creative working practices within the Irish social care sector is absent 
from government agendas.  This is also the case within social care education whereby 
strategic support for the active use of creativity and embedding of creativity within the 
social care curriculum is lacking.  And yet, research conducted by Price Waterhouse 
Coopers (PWC) in 2012 found that managers and leaders often highlight creativity and 
innovation in health and social care settings as an area in need of development.  The 
low levels of confidence that care workers have in being creative (Gage, 2017) and 
evidence that suggests that creativity is not highly valued in itself in the health and care 
context (Brodzinski and Munt, 2009; Jackson and Burgess, 2005) points to the need to 
speak on the subject so that a better understanding of this area of practice can be known 
and developed.   
To that end, the first step in the development of students’ creativity is “a shared 
discourse of creativity” (Lassig, 2009).  As Chris Gage (2017), founding director of the 
Centre for Creativity and Innovation in Care (CC&IC) in London argues the social care 
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sector needs to agree a shared meaning of creativity to overcome the social care 
workers’ lack of confidence in being creative and the varying opinions on what is meant 
by creativity.  This study proposes to attend to this gap in research and absence of the 
storied experiences of creativity within social care by engaging educators in 
conversations about creativity and seeking out their perspectives, insights and 
experiences thereby contributing to the development of understanding of creativity in 
this context.  The starting point in investigating academics’ understandings of creativity 
in social care follows closely the approach taken by Norman Jackson to the problem of 
creativity in higher education, that is, adopting a pluralistic view of creativity, exploring 
the lived experiences of higher education teachers and engaging with the creativity 
literature to make meaning of the patterns that emerge (Jackson, 2006b).  The decision 
to engage educators in conversations about creativity is “in the belief that it is only 
through conversation that meanings can be shared and new understandings co-created” 
(Jackson, 2006b, p. 3).      
 
In adopting both a domain-specific and pluralistic view of creativity, and 
acknowledging the importance of historical, cultural and systemic influences on our 
understandings of creativity, it is anticipated that the outcomes of this study will be a 
more complex and nuanced understanding of creativity from those on the ground.  In 
so doing it will enable social care educators to expand their own creative practice as 
they develop a more informed and effective educational practice.  In adopting this 
perspective, the approach to the study aligns with the view held by Jackson and Sinclair 
(2006) “that the process of searching and constructing meanings and understandings 
[of creativity] is important in the development of personal pedagogies” (p. 132).    
 
1.2 Aim of the research and research objectives 
This research sets out to put the lens on academics’ conceptions and understandings of 
creativity in a social care context.  Set against the neo-liberal political discourse of 
contemporary higher education, it takes a bottom-up approach to the exploration of the 
subject, seeking to uncover the meanings and nature of creativity in social care as 
articulated by a small group of educators teaching into a social care undergraduate 
degree programme at one HEI in Ireland.  More precisely, this research aims to explore 
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how social care educators conceptualise and operationalise creativity both in their 
pedagogic practice and in a professional disciplinary context.    
 
To this end, the main objective of the study is to hear social care educators’ stories of 
creativity in their professional practice.  In so doing, a diversity of understandings of 
creativity will be explored in the hope that through dialogue, a shared understanding of 
creativity and a common language to talk about creativity can be developed.  Another 
goal for this research is that educators can begin to work towards establishing a 
common creativity discourse within the sector.  Subsequently, this study will appeal 
largely to social care educators and social care practitioners.      
 
1.3 My Personal Perspective 
My interest in this topic for this thesis stems from my own background and teaching 
practice in the area of creative studies.  I chose to focus attention on eliciting stories on 
creativity from social care educators on the basis that such conversations do not take 
place in daily academic life.  This has been my experience from teaching creative 
studies modules for 15 years on a social care undergraduate degree programme.  A 
further reason for choosing to research this problem is borne out of my own desire to 
engage in conversation with other social care educators on this subject to inform and 
develop my own creative teaching practice.  Beyond this study, I hope that such 
conversations continue to take place among academics and within the wider social care 
community in an effort to value the place of creativity in social care and come to see it 
as integral to the advancement of the sector.   
  
1.4 Methodological Approach 
The methodological approach that was taken to answer my research question: how do 
social care educators conceptualise and operationalise creativity in their teaching and 
learning practice and in a professional disciplinary context? - was therefore a qualitative 
one, using narrative inquiry as a means of building up rich meanings and 
understandings of creativity in the education and practice of social care.  This method 
is a good fit for my research question as making meaning of experiences of creativity 




1.4 Structure of the Thesis 
This thesis comprises of five chapters.  Chapter 1 provides the backdrop to this study.   
It also incorporates the rationale of the study as well as the research aim and objectives.  
Chapter 2 reviews literature on creativity in the context of undergraduate social care 
education.  It explores the concept of creativity and its relevance to social care and looks 
at how creativity can be applied to social care, both in education and practice.  Chapter 
3 details the research design for this project.  It discusses the theoretical perspective 
informing this research and methodology and methods employed for the study 
including how narrative inquiry fulfils the research objectives.  The use of thematic 
analysis to analyse the data is also detailed as well as other important aspects of research 
design.  Chapter 4 presents and discusses the findings from the six narratives under four 
thematic headings.  A selection of the narrative extracts that speak to the research 
question are presented and analysised, and I add my own interpretation of the 
significance of these findings.  Finally, Chapter 5 concludes the study and discusses the 





























This chapter summarises literature and research on conceptions of understandings of 
creativity and operationalisation of the term.  Assuming the stance that creativity is 
socially constructed, the review of the literature locates understandings of creativity in 
their historical roots and theoretical orientations as well as from the situated perspective 
of social care.  The chapter begins with an overview of social care as a profession 
followed by an exploration of definitions of creativity and ideas associated with value 
judgements about creativity.  From here, theories and dimensions of creativity that I 
find useful to understanding creativity in the discipline of social care are considered.  
Finally, key concepts from the psychological and educational literature on creativity 
applicable to social care are identified and operationalised so that a contextualised 
understanding of creativity as a construct is permitted and the significance of these ideas 
understood.   
 
2.2 Brief overview of social care   
According to the Irish Association of Social Care Educators (IASCE) social care is 
defined as “a profession committed to the planning and delivery of quality care and 
other support services for individuals and groups with identified needs” (Lalor and 
Share, 2013, p. 4).  Furthermore, it is characterised by advocating for and protecting 
vulnerable individuals and groups across the life span and working alongside those in 
receipt of care to enable them to realise their full potential (SCI, 2020).  A more recent 
definition put forward by the Social Care Workers Registration Board, CORU 
(SCWRB) (2020) emphasises the relational aspect of professional social care work 
underpinned by a social justice and human rights-based approach to practice.  
According to the SCWRB:  
 
Social Care Workers are professional practitioners engaged in the practice of 
social care work. Social care work is a relationship-based approach to the 
purposeful planning and provision of care, protection, psychosocial support and 
advocacy in partnership with vulnerable individuals and groups who experience 
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marginalisation, disadvantage or special needs. Principles of social justice and 
human rights are central to the practice of Social Care Workers. 
 
Professional social care workers work in a range of services and with differing 
populations or client groups. This can include but is not limited to residential settings, 
day care centres, refuges, care in the community, and people with addiction problems, 
mental health challenges, intellectual and physical disabilities, youth at risk, and those 
who are experiencing homelessness.           
 
Accordingly, the role of the social care practitioner is varied encompassing personalised 
care on a one-to-one basis, or in small or large groups, as well as interdisciplinary team 
working (Lalor and Share, 2013; SCI, 2020).  The wide-ranging activities involved in 
this type of work have been categorised into two main areas: ‘direct’ and ‘indirect’ tasks 
(Anglin, 1992, cited in Lalor and Share, 2013).  Direct care involves meeting the 
physical, emotional, social, educational and spiritual needs of service users (Lyons, 
2010) which can include mealtimes, school, homework, family visits, personal care and 
activities (Byrne and McHugh, 2005, cited in Lyons 2011).  On the other hand, indirect 
care are those tasks which constitute ‘organisational activities’ or organisational design.  
Examples include adhering to policies and procedures, filling out forms, writing care 
plans, programme planning and communicating with work colleagues (Ainsworth and 
Fulcher 1981; Anglin et al. 1990; Byrne and McHugh 2005, cited in Lyons 2011). 
 
Relationship building is core to the work of the social care professional and as such 
requires empathy, self-awareness, strong interpersonal skills and the capacity to reflect 
critically on practice (Lalor and Share, 2013).  The profession also requires social care 
workers who are open-minded, patient, highly motivated and committed, and willing 
to challenge their assumptions, biases and potential prejudices as well as being resilient 








2.3 What is creativity? 
The term ‘creativity’ has wide-ranging use (Reuter, 2015), particularly cross-culturally, 
suggesting there is no consensus on the meaning or shared definition globally.  Rather, 
it is argued that an understanding of creativity is constructed by human beings, and our 
understanding of creativity is continually shifting, evolving and transforming over time 
(Montuori, 2017).  In that respect, our conception of creativity is in a “constant state of 
flux” (Glăveanu and Kaufman, 2019, p. 9) and attempts at defining creativity must 
acknowledge it is a socially constructed concept (Amabile 1990, 2004).  In so doing, 
definitions of creativity are time bound and dependant on need “so that being creative 
means different things across cultures, fields, and especially people” (Reuter, 2015, p. 
17). 
 
In education, the importance of domain-specific understandings of creativity is 
consistent in the literature.  Here the meaning of creativity is constructed within a given 
field rendering it context dependent (Cropley, 2018; Jahnke et al., 2011).  Given the 
varying definitions of the term itself and the importance of context to understandings 
of creativity (EUA, 2007) a ‘one-size-fits-all’ definition of creativity is therefore not 
possible (Craft, 2001; Loveless, 2002; Mumford, 2003; EUA, 2007), nor desirable in 
higher education.   
 
That said, there is a good deal of agreement on two key attributes of creativity across 
all domains; ‘utility’ and ‘value’ (Kleiman, 2006; Robinson, 2011; Gage, 2017).  If we 
accept the recent definition of creativity for the social care sector put forward by Chris 
Gage at the CC&IC these components of creativity fit very well across all areas of 
social care.  The definition of creativity proposed by Gage (2017) is “bringing 
something new and of value to life” (p. 40).  The terms ‘new’ and ‘value’ are understood 
as positive outcomes for people who avail of social care services in terms of improved 
wellbeing and quality of life (Gage, 2017).  However, as Richards (2018) notes some 
creativity scholars have moved away from the popular definition of originality and 
usefulness to a broader definition of originality and meaningfulness.  This is the idea of 
doing something in a new way that results in new outcomes for ourselves in such a way 
that it communicates to us (Richards, 2018).  It is a view of creativity that accentuates 
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the personal and one which is pertinent to the development of the self in social care.  
The aptness of this definition can also be extended to service users in the sense that 
meaningful creative activity can facilitate self-expression, communication and perhaps 
personal development, if that is the goal.   
 
2.4 The value of creativity 
As previously alluded to, contemporary creativity discourse is articulated in terms of a 
commodity (Kleiman, 2006) and as such cannot be disregarded in our discussions of 
creativity and social care.  One aspect of the commodification of creativity mentioned 
earlier is its close ties to notions of utility and value or what is termed ‘use-value’ 
(Kleiman, 2006).  Interestingly, use-value in relation to creativity can be understood as 
either a commodity or a non-commodity. Kleiman (2006) gives the example of piano 
playing in private for personal satisfaction and relaxation as a creative activity with use-
value without being a commodity.  This may be likened to the intrinsic value of 
engaging in creativity.  In this instance the creativity meets a personal need but does 
not fulfil the concepts of economic value, that is, value, exchange-value and price 
(Kleiman, 2006).  Parallels could be drawn here to Richard’s (2018) notions of 
originality and meaningfulness in defining creativity, which is also linked to personal 
creativity.  However, when this form of creativity and the product or outcome that 
derives from this activity is moved to the public arena a social use-value can be ascribed 
to it, thereby rendering it a commodity.  For example, within social care creativity is 
frequently used to as a tool for social inclusion and as a mechanism for tackling issues 
of exclusion experienced by minority groups.   
 
Kleiman (2006) points out the idea or appreciation of individual use-value of creativity 
is absent from the debates, discussions and policy on creativity.  Overlooked, the value 
of creativity is framed as an economic imperative; the dominant creativity discourse in 
business and education being one of marketisation, conceptualising value in creativity 
in instrumental terms or more precisely in relation to economic and social gains.  The 
implications of this approach for education I would argue is such that the inherent value 
of creativity for us as individuals is not fully recognised, and thus creativity is not 
viewed as integral to the idea of being a social care worker.  
10 
 
2.5 Conceptualising creativity in social care  
Creativity research has long been dominated by views of creativity from the discipline 
of psychology, mainly through a cognitive lens.  Traditionally psychological studies 
focused on creativity within the individual or the work of creative geniuses (Sawyer, 
2012).  More recently, conceptions of creativity in the psychological literature reflect 
two distinct areas of interest: the creativity of eminent creators and that of everyday 
people.  This dichotomy is evident in ‘Big C’ creativity and everyday creativity 
(Richards, 1990) constructs that position ‘little c’ creativity and high (or big c) 
creativity “as distinct concepts, whilst possibly occupying different ends of a spectrum” 
(Craft, 2002, p. 51).  Big C is the work of great creators, the extraordinary contributions 
and insights of a few people (Gardner, 1993).  Little c creativity (Craft, 1997, 2000) on 
the other hand recognises the creative contributions of everyday people.  Ruth Richards 
(2007) refers to this type of creativity as ‘everyday creativity’ to denote the use of 
creative problem solving in daily life.  Defined by Richards (2010) as “human 
originality at work and leisure across the diverse activities of everyday life,” which is 
“central to human survival” (p. 190), ordinary, everyday creativity is found, to some 
extent, in everyone.   
 
Kaufman and Beghetto (2009) note one of the advantages in Big C/little-c distinctions 
is that it allows for understanding and appreciation of the significant contributions of 
eminent creators while raising awareness of the importance of creative acts made by 
people in everyday life.  Richards (2018) adds that naming everyday creativity is not 
only important in raising awareness of this type of creativity, but in developing it.  
Rejecting the popular understanding of creativity as ‘art’, proponents of everyday 
creativity call for a democratisation of creativity so that all people are not only 
recognised as having creative potential, but that creativity is a right for everyone 
(Reuter, 2015).  This perspective is reinforced within the domain of social creativity 
which argues “this potential can be developed and is not purely innate; and creativity 
is specific to everyday life and not ‘reserved’ exclusively for artists or scientists” 
(Glaveanu, 2010, p. 149).  This shift in thinking about creativity has resulted in the 
widely accepted view that creativity exists in all human endeavours (The Irish 
Universities Association, 2007).   
11 
 
Widening its reach to all people, this perspective highlights creativity in terms of the 
outcomes of social processes (EUA, 2007) or social aspects of the creative processes 
(Jones, 2012), and the individual as intimately connected to their social environment 
(Reuter, 2015).  It is this use of the concept of creativity that fits best in social care work 
whereby “working with people in [social care] is predominantly about problem-solving 
while working with individual needs in diverse situations” (Lyons, 2010, p. 15).  Thus, 
the view of creativity as socially produced is fundamental to social care practice.  It is 
a perspective of creativity as a dynamic system rather than a concern for individual 
characteristics (Lee and Smagorinsky, 2000) or the cognitive capacities of legendary 
creators.     
A review of the education literature on conceptions of creativity draws parallels to the 
psychological literature in so far as distinctions between elite forms of creativity and 
‘democratic’ (NACCCE, 1999) or universalised creativity which is the idea that 
everyone has the potential to be creative given the right conditions (Jeffrey & Craft, 
2001).  In contemporary education, the democratic view of creativity is a commonly 
held perspective best thought of as accessible to everyone rather than exclusive to a 
gifted few (Sefton-Green et al., 2011).  This notion of creativity blends well with the 
contributions of Richards (2007) and Craft (1997, 2000) on everyday creativity.   
 
Interestingly, growing interest and support for the democratisation of creativity has led 
to the notion of ‘lonely genius’ being replaced by collaboration (Reuter, 2015).  In so 
doing, lonely geniuses and solitude are now considered to be outmoded ways of 
thinking about creativity (Cain, 2012) while collaboration has become a significant 
domain in creativity research and theory.  This orientation towards collaboration in 
creativity education is highly relevant to the practice and education of social care where 
the ability to work collaboratively with others is considered an essential skill for 
professional practice.  The recent publication of the Standards of Proficiency for Social 
Care Workers (2017a) by CORU testifies to the importance of this skillset, allocating 
one of five domains to ’Communication, Collaborative Practice and Teamworking’.  
While a full exploration of the relationship between creativity and collaboration is 
beyond the scope of this review, the importance of these interrelated concepts and 
aspects of practice is emphasised here.  Research in the allied profession of mental 
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health care attests to the significance of the interconnected ideas of creativity, 
collaboration and caring for practice.  In Gillam’s (2018) model of creative mental 
health care he presents a rich perspective of care as involving evidence-based practice, 
person-centred care, creativity, collaboration, and caring as well as discipline and 
playfulness, novelty, effectiveness and ethicality. 
 
2.6 Operationalising everyday creativity in social care work and education  
Social care practice by its very nature is challenging and complex requiring social care 
professionals to be adaptable, flexible and solution focused in responding to the 
diversity of needs and social and cultural backgrounds of those people availing of care 
(Lyons, 2010; Bethell, 2019).  According to Jackson and Burgess (2005) finding 
creative solutions to unique problems is the norm not the exception in practice and the 
real-world problems and challenges that professionals encounter daily are the main 
sources of creative stimulation for the caring professional.   
 
Meeting service users’ needs using creative interventions 
Opportunities for social care workers to apply creativity to practice are for the most part 
directed to addressing the needs of service users through creative interventions.  
Research identifies the use of differing methods other than ‘talking interventions’ as a 
key area for creativity (Jackson and Burgess, 2005).  Creativity in this area of practice 
requires skilful use of a range of communication methods when working with service 
users, not just verbal.  In instances where children and young people may not yet have 
developed the vocabulary to articulate their life journey thus far, creative methods of 
communication are frequently employed by the social care worker to gather information 
that is necessary as part of assessment and intervention to help meet the needs of the 
person (Jackson and Burgess, 2005; Lyons, 2010; Clarke Orohoe, 2014; cited in 
Howard and Lyons, 2014; Leferve, 2018).  Care workers can also assist people in the 
telling of their personal stories and re-creating their lives or imaginative approaches to 
‘Life Story’ work (Jackson and Burgess, 2005).  This involves the carer seeing the 
world as others see it and helping the individual adopt a different perspective on things 
while experiencing oneself differently, in essence positive transformation, moving from 
“hopeless, incompetent, unworthy, etc., to hopeful, competent, worthy” (Phelan, cited 
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in Jackson and Burgess, 2005, p. 7).  In such instances “the ability to use wit and 
humour to diffuse difficult situations or reframe how a situation or event is 
conceptualised and understood by those involved” (Jackson and Burgess, 2005, p. 6) 
can also be considered creative.  A further way in which creativity can be used includes 
capturing the views of service users with intellectual disabilities in meaningful ways to 
them, for example, in words and symbols in care plans (Jackson and Burgess, 2005). 
 
There is growing evidence in the available literature of the effectiveness of the arts in 
supporting wellbeing.  In 2013, a UK study on the role of the arts in the delivery of 
adult social care found that there are clear physical and psychological benefits from 
using arts-based activity in social care (Consilium, 2013).  A key finding within the 
report is that the arts promote feelings of wellbeing, self-expression and creativity in 
the individual through engagement in meaningful artistic and social activity.  The 
outcome of participating in the arts for people with social care and support needs is that 
they feel more valued while the quality of service delivery is enhanced as a result of 
social care workers challenging their own thinking about practice and strengthening 
their relationships with service users (Consilium, 2013).  The latter point signals the 
fundamental role of creative activities in aiding people’s wellbeing, part of which is 
building and maintaining relationship with others.  Importantly, Clarke-Orohoe (2014, 
cited in Howard and Lyons, 2014) highlights a range of everyday activities such as 
baking, art and cooking meals that afford the care worker the opportunity to build a 
relationship with others.  This suggests creative activities encompass non-artistic forms 
of creativity as well as arts-based activity.       
 
Where artistic creativity is used in practice, the emphasis is on the creative process 
rather than the outcome of that process (McCrea, 2003; Lyons, 2010).  Referred to as 
‘process art and drama’ or process arts this approach to creative activity places attention 
on the experience of creating an artistic piece of work, specifically the development of 
creativity through the act of creating and the enjoyment that derives from such activity 
(O’Morain and Leahy, 2007).  Valuing process over product links naturally with 
intrinsic worth, an idea commonly associated with the act of creating in the arts.  The 
ethical dimension of approaching arts-based activity in this way is emphasised by 
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Camic et al. (2018) who argue that researching artistic activity in individuals in care 
settings in this way places greater interest in exploration, discovery, enjoyment and 
collaborative working and less attention on production thereby supporting individual 
capabilities as opposed to focusing on that which is not possible (Camic et al., 2018).     
 
However, while the use of the arts in social care is gaining importance, Bellass et al. 
(2018) argue that other forms of creativity that emerge in everyday life within care work 
have not received attention in relation to how these are used by care recipients and their 
carers to navigate the impacts of their condition.  They call for greater attention to this 
domain without devaluing the use of arts-based interventions, essentially to broaden 
understandings of creativity and to reconceptualise creativity as situated within 
everyday relational practices (Bellass et al., 2018).   
 
Personal and professional development through creativity 
As discussed earlier, creativity in social care practice is broadly understood in terms of 
better outcomes for people who avail of care.  Lymbery (2003) argues the process of 
improving the conditions and quality of life of those in receipt of care requires a 
combination of competency and creativity to achieve professional capability.  In 
addition to mastering the technical components of the role, social care professionals 
need to acquire and enhance metacognitive skills, such as self-awareness, tolerance for 
uncertainty, intuitive thinking ability and awareness of one’s own emotions and those 
of others in order to deal with the complexities and uncertainties of working in an ever-
changing social care environment (Bethell, 2019).   
 
Fostering learning dispositions in social care students that “develop their social, 
personal and emotional capital” (Bethell, 2019, p. 82) is essential for professional 
practice, and as such creativity can be seen as an integral component of the students’ 
learning process to achieve these ends.  Bethell (2019) discusses the role of creativity 
in social care education as thinking creatively as a means of strengthening students’ 
metacognitive skills and developing core personal and professional competencies for 




In the education of social care workers, arts-based methods are largely used as a means 
of developing empathy and self-awareness.  Bethell (2019) explains an arts-based 
approach to the development of self-awareness in students on a social services course 
at Laurea University of Applied Sciences is underpinned by an experiential learning 
framework that makes use of students’ individual experiences and personal reflection 
on individual and group working.  Using the arts as a method for developing personal 
insight facilitates students growing awareness of their own feelings and beliefs and 
identification of their behaviour and skills range as well as the complex nature of 
interpersonal relationships (Bethell, 2019).  Furthermore, students become aware of 
their psychological, emotional and physical boundaries (Bethell, 2019).  Lyons (2016) 
states that engaging in the arts in this way also enables students to gain new knowledge 
and skills in various creative methods relevant to social care practice including 
facilitation skills, and the ability to work collaboratively.  In so doing, it equips 
practitioners with the necessary tools to work creatively in response to service users’ 
needs.  This is turn promotes the development of self-efficacy and confidence in the 
social care worker (Lyons, 2016).  
 
Exposure to artistic activities also promote diversity in thinking, challenging students 
to open themselves up to diverse perspectives on the human condition in (Antonen et 
al., 2016).  This occurs through experiencing different ways of doing things which in 
turn increases tolerance for diversity and helps students to understand that there are a 
variety of approaches to thinking and creating (Bethell, 2019). Writing about new ways 
of thinking and doing things through creative activity, Bethell (2019) argues:   
 
Connecting with others in a creative way, such as by painting on the same big 
piece of paper, moving around with closed eyes or by using drums instead of 
human voices, can make students aware of not just their own inner sensations 
and feelings but also increase their sensitivity to others. (pp. 86-87) 
 
She goes on to say that arts-based approaches to learning also help students and service 
users to develop empathy while working in solidarity with others (Bethell, 2019).  
Perceiving differing life circumstances from multiple perspectives necessitates the 
cultivation of a creative mindset so that students can engage with this diversity and 
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work creatively with service users to address individual need (Bethell, 2019).  The 
process of creative thinking involves use of the imagination to find many solutions to 
problems, not just one ‘right’ way of thinking, recognising that while each process is 
different and unique so too is each client and their life circumstance (Bethell, 2019).  
Jackson and Burgess (2005) highlight the importance of viewing the situation from the 
perspective of the person in need of help at the initial stage of the problem solving 
process, while also looking at and thinking about the issues from multiple perspectives 
so that the best solution can be determined for the given situation (Bethell, 2019).  Munt 
and Hargreaves (2009) suggest empathetic understanding is essential when imagining 
possibilities.  They use the concept ‘empathetic imagination’ to refer to that aspect of 
the creative process in which a deep emotional connection is established with a subject 
that in turn invokes an imaginative response to that event (Munt and Hargreaves, 2009).  
Capturing one aspect of creativity within health and social care, empathetic imagination 
is defined by Munt and Hargreaves (2009) as:  
 
The creative process through which an individual engages emotionally with a 
subject, whether that be putting themselves in the shoes of another human being 
or immersing themselves deeply in a topic or context and then, crucially, 
responding with imagination to that experience. (p. 290)  
 
While empathy is identified as having a central role in the process of thinking and acting 
creatively, two other key aspects are emotion and aesthetics (Munt and Hargreaves, 
2009).  Immersing oneself in a process implies deep levels of emotional engagement 
that is characterised in the literature as a state of ‘flow’, a concept articulated by 
Csikszentmihaly as “the way people describe their state of mind when consciousness is 
harmoniously ordered, and they want to pursue whatever they are doing for its own 
sake” (1991, p. 6).  While emotions are essentially a blending of sensation and thought, 
the aesthetic component of creativity on the other hand acts as a stimulus for emotional 
response – the impetus for physiological stimulus and offers different pathways for 
attending to our emotions (Munt and Hargreaves, 2009).     
      
The interconnected ideas of creativity, aesthetics, emotion and empathy form the basis 
of an emergent theory of creativity in the health and social care workforce that contends 
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that creativity is one way in which the emotional capacity of the workforce can be 
harnessed to promote wellbeing amongst staff and service users, as well as achieving 
creative and innovative outcomes for the sector (Munt and Hargreaves, 2009).  This 
view underscores the importance of the emotional dimension of the work as key to 
successful outcomes; the care worker needs to be emotionally invested in peoples’ 
problems, and other challenges presented in everyday practice, and respond 
imaginatively to those problems if the best solution is to be found (De Sousa 2009, cited 
in Munt and Hargreaves, 2009).  Clearly empathetic imagination as a framework for 
creativity holds much potential for the development of creativity in the sector but as 
Munt and Hargreaves (2009) highlight, further exploration and evaluation of these ideas 
is needed if this work is to be fully developed.    
 
Creative approaches to learning and teaching 
Encouraging creativity in the social sciences requires students to “engage subjectively 
with the subject matter” (Jackson and Burgess, 2005, p. 10) in respect of the knowledge, 
values and skills essential for professional practice.  Jackson and Burgess (2005) affirm 
that educators need “to be creative to help students to learn values – just telling them 
about them will never work so that requires us as educators to think creatively about 
how you help students to learn about self-awareness, reflective practice; their own 
attitudes and prejudices etc.” (p. 11).   
 
A wide range of teaching and learning methods that promote active learning through 
use of problem working, open-ended exploration and storytelling often in a 
collaborative context tend to be preferred ways to promote creativity in students 
(Jackson and Burgess, 2005).  Sometimes approaches are combined, for example 
creative thinking techniques with problem-based learning or scenarios (Jackson and 
Burgess, 2005).  These methodologies require facilitative styles of teaching that adopt 
a creative approach to learning rather than adhering to a transmission model (Jackson 
and Burgess, 2005).   
 
Cultivating a safe environment is paramount so that students feel emotionally safe to 
explore their personal values, individual experiences and inner worlds as well as 
appreciating students’ contributions is fundamental to supporting the development of 
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students’ creativity (Jackson and Burgess, 2005).  However, educators and 
practitioners’ views on evaluation of students’ creativity indicates creativity typically 
does not feature in the assessment of students’ learning or where it does exist it is largely 
implicit in criteria rather than explicitly stated (Jackson and Burgess, 2005).  This view 
suggests that creativity is subsumed into other kinds of things that are directly assessed 
like criticality, role plays and competence in communicating innovative thinking in 
education and practice (Jackson and Burgess, 2005).  More importantly, it highlights 
the problematic nature of assessing for creativity which may be linked to the issue of 
higher education teachers’ lack awareness of the literature on creativity (Jackson, 2006) 
and the tendency to approach creative learning from an ahistorical perspective (Sefton-
Green et al., 2011).  Nevertheless, as Phillips et al., (2012) point out, social care 
educators must “begin to tell [their] own stories of work, practice, training, obstacles, 
and research needs and interests” to harness creativity in their work. 
  
2.7 Conclusions 
This chapter has provided a deeper understanding of creativity as a concept and its 
application to social care practice and education.  It has explored conceptualisations of 
creativity applicable to social care and defined creativity within a sociocultural 
framework.  Key attributes of creativity, utility and value have been explored and their 
meaning for creativity in social care understood as better outcomes for people who avail 
of social care.  The application of creativity to social care practice identifies direct work 
with vulnerable and marginalised people or daily life events as the main site for 
creativity in terms of empathising with service users and building relationships, as well 
as using creativity to improve wellbeing and quality of life, in turn addressing service 
users’ needs. In education creativity is an approach to learning that aids the self-
development of the student and broadens the mind, supporting students to think and 
practice in different ways.  However, a greater recognition and exploration of other 
forms of creativity outside the artistic realm is needed to fully account for the myriad 






Chapter 3: Research Design 
 
3.1 Theoretical Perspective 
 
This research study adopts a socially and culturally constructed view on creativity as a 
phenomenon.  A situated perspective on creativity does not only emphasize the social 
and cultural context, but “the practical, social, intellectual and values based practices 
and approaches involved in creative activities” (Craft, 2006, p. 23), all of which shape 
the kind of creative pedagogies that are valued and adopted by a disciplinary 
community, in turn, establishing disciplinary norms or signature pedagogies.  In that 
respect, my understanding of creativity is one proferred by Nelson (2015) “as a 
discursively constituted object” (p. 171).  
 
In seeking to unearth academic and disciplinary narratives of creativity, I realise that 
this knowledge can only be gained through social interaction, co-creation of meaning 
(such meanings are subjective) and consideration of the historical and cultural norms 
that are present in people’s lives (Creswell and Poth, 2018, p. 24).  My approach to this 
research question therefore assumes that reality is socially constructed and is therefore 
in keeping with a postmodern, interpretive paradigmatic perspective, making use of 
constructivism and postmodern interpretative frameworks to guide the study.  
Constructionism, also referred to as social constructionism is concerned with the 
systems of representation as a way for people to construct meaning and interpret the 
world in which they inhabit and make sense of their experiences (Gibbs et al., 2012).   
 
3.2 Methodology and Methods 
It follows that the approach taken to answer my research question is a qualitative one, 
using narrative inquiry to build up rich meanings and understandings of creativity in 
the education and practice of social care.  Narrative inquiry assumes that humans lead 
storied lives (Riessman, 1993) and seeks to make meaning of human experience 
through conversation, dialogue or exchanges between people and organise or re-story 
those meaningful experiences into temporally ordered events (Polkinghorne, 1988; 
Clandinin and Caine, 2008).  The narrative form manifests itself in a diversity of ways 
across spoken, word-based and visual texts (Riessman, 2008).  Across all forms of 
20 
 
media, this approach to research attends to the cognitive, embodied or experiential 
workings of narrative (Andrews et al., 2013) which permits a holistic view of 
experience.  It involves a process of thinking narratively with stories such that it 
provides a contextual understanding of people’s lived experiences (Clandinin and 
Caine, 2008).   
 
However, attempts at defining narrative reveal it is a contested concept (Andrews et al., 
2013).  Definitions of the term range from the taken for granted everyday use of oral 
storytelling to the more complex wide-ranging explanations of narrative within 
academic research.  In popular usage, narrative knows no boundaries and the personal 
“story” is accepted at face value without the need for interpretation (Riessman, 2008).  
This use of the concept in public discourse is criticised for narrowing the concept to 
that of metaphor, thus “specificity has been lost with popularization” (Riessman, 2008, 
p. 5).  Nevertheless, the study of personal accounts for the purposes of educational 
research highlights there is no single, universal definition of narrative applicable to all 
disciplines (Riessman, 2008 and Squire et al., 2014).  Rather, definitions are frequently 
distinguished according to discipline within the social sciences by those scholars 
serious about narrative resulting in the concept being operationalised differently 
(Riessman, 2008). 
 
In regards to applying a working definition of narrative that aligns with the purpose of 
this study, I draw on the definition offered by Huber et al. (2013) “as attending to and 
acting on experience by co-inquiring with people who interact in and with classrooms, 
schools, or in other contexts into living, telling, retelling, and reliving stories of 
experience” (p. 213).  This concept of narrative is a good fit for this project as it 
facilitates the co-construction of personal stories of multiple experiences of creativity 
in social care among a group of social care educators.  A further definition put forward 
by Clandinin and Connolly (2000) that is also useful to the focus of this study 
emphasises the holistic view of knowing that derives from use of this methodology, as 
well as the relational nature of this type of inquiry:       
 
We see teaching and teacher knowledge as expressions of embodied individual 
and social stories, and we think narratively as we enter-into research 
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relationships with teachers, create field texts, and write storied accounts of 
educational lives. (p. 4)  
 
This definition of narrative inquiry fits very well with the relational nature of higher 
education teaching and professional social care work.   
 
Understanding human experience(s) is frequently cited as the reason for employing 
narrative inquiry (Lal et al., 2012).  Indeed, it is argued that narrative functions 
primarily as a tool for understanding and making sense of experience (Clandinin and 
Connolly, 2000) by providing the means to understand an individual’s past, present and 
future lives.  I chose narrative inquiry to explore educators’ storied experiences of 
creativity who collectively represent a multidisciplinary team within an undergraduate 
social care degree programme in the belief that by making use of participants’ lived 
experiences, perspectives and insights, meanings could be shared and new 
understandings co-constructed.  There is also a secondary outcome in approaching my 
research in this way as it enables academics to shape a different future for creativity in 
social care, at the local level, transcending the dominant institutional narrative on 
creativity by attending to relationships, the emergent nature of our lived understandings 
created through storing, and of living (Huber et al., 2013).  By doing so, it holds 
potential to shape pedagogy in education in extraordinary ways (Huber et al., 2013).   
 
Reissman (2008) highlights the importance of acknowledging and thinking critically 
about the mediated nature of experience insofar as “Investigators don’t have access to 
the real “real thing,” only the speaker’s (or writer’s or artist’s) imitation (mimesis)” 
(Reismann, 2008, p. 22).  Put another way, the experience itself cannot be known but 
rather the speaker’s impression of their experience.  In recognising the mimethic 
position of the speaker, it follows that all texts are socially situated and constructed 
from a speaker’s perspective with an audience in mind (Reissmann, 2008).  Adopting 
this position, I am reminded of the influence of Dewey’s view of experience (1938) as 
both individual and social on narrative inquiry; the individual and social context are 




Narrative research has a distinct approach to inquiry that emphasises the importance of 
attending to information about the organisation in which the participants story is 
situated for contextual purposes (Creswell and Poth, 2018) for “an exploration of the 
social, cultural, familial, linguistic and institutional narratives within which individuals’ 
experiences were, and are, constituted, shaped, expressed and enacted” (Clandinin, 
2013, p. 18).  Bringing attention to the construction of narratives in the academic 
disciplinary communities, I am aware that the research text will be delineated by the 
local context, and “the language, values, and discourses available to those involved in 
the research” (Cousin, 2011, p. 12).   
 
My role as researcher involved co-constructing the narrative which included framing 
the research topic and research questions for this study which subsequently influenced 
participants accounts from professional practice, choosing narrative inquiry as my 
methodology to research understandings of creativity, and interpreting both the storied 
experiences of participants that emerged from the research interviews and the narrative 
data derived from those conversations through the lens of thematic analysis.  My 
involvement in the text is made explicit throughout the chapters of this thesis, and 
particularly so in my presentation of findings which includes commentary on my 
thinking process and decisions taken in positioning the narratives, making explicit the 
interconnections between my perspectives and those of the research participants.   
 
Data gathering and analysis  
For this study, a single method, oral stories, was used to elicit stories from educators 
about their experiences of creativity in their professional practice, the goal being “to 
generate detailed accounts rather than brief answers or general statements” (Reissman, 
2008, p.23).  To this end, narrative interviews which encompass “long sections of talk 
– extended accounts of lives in context that develop over the course of single… research 
interviews” (Riessman, 2008, p. 6) were chosen to fulfil the objectives of the research, 
that is, exploring social care educators’ stories of creativity from their professional 
practice and understandings of creativity in this context with a view to developing a 
shared language to talk about creativity.  I recognise that multiple interviews are 
considered ideal in narrative projects where biographical accounts that span the full life 
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course or career of the interviewee is sought.  However, this was not the purpose of the 
study and as such did not necessitate the use of multiple research interviews.   
 
Participants who elected to participate in this study were known to the researcher to 
varying degrees.  The inclusion criteria for the study was educators teaching into an 
undergraduate social care degree programme at one higher education institution in 
Ireland.  This criterion, as I see it, permitted a greater focus and analysis of the cultural 
and social context within one community of interest and it’s shaping of collective 
understandings of creativity by research participants given that the philosophy, ethos 
and design of a single social care course would be distinct to the Institute in question.  
Six academics gave consent to participate in the study which consisted of five females 
and one male.   
 
To recruit participants for the study, I emailed all lecturers teaching into a social care 
degree programme inviting them to participate in the project (see Appendix C: 
Invitation to Participate in Research Study) and attached an information leaflet (see 
Appendix D: Participant Information Leaflet) and consent form (see Appendix E: 
Consent Form).  Interviews were then scheduled at a time and place that was convenient 
for the participants.   
 
Initially, I proposed to conduct six individual, face-to-face, in-depth, semi-structured 
interviews to generate stories from open-ended questions.  However, as much of the 
data gathering took place during the COVID-19 pandemic it was necessary to 
reschedule a few of the interviews resulting in four of the six interviews being 
conducted online via Microsoft Teams and Zoom conferencing tools.  A digital 
dictaphone was used to record the face-to-face interviews while the virtual interviews 
were recorded through the virtual platforms previously mentioned, stored as an mp4 
file, also in the same systems and on a home computer which was encrypted, and 
password protected.  Data from these interviews was then uploaded to Otter for 
transcription.  While the data was transcribed for me, considerable time was spent 
listening to audio recordings of the interviews to familiarise myself with the data as 




My approach to the research interviews was in keeping with Reissman’s (2008) view 
that generating lengthy narratives requires “investigators to give up control, 
…following participants down their trails” (p. 24).  In so doing, I did not follow the 
order of questioning as laid out in the indicative questions sheet (see Appendix F: 
Qualitative Research Interview Questions).  This resulted in a non-temporal form of 
storytelling whereby participants responded to topics on creativity guided by the 
research questions in ways that were meaningful to them instead of communicating 
experiences of creativity in linear time.  This involved the narrators moving from the 
past to the present, and back again traversing time (Reissman, 2008) in recounting 
stories from their personal and professional lives.  Open-ended questioning was used to 
allow participants to construct meaning in relation to broad questions on the topic at 
hand (Creswell and Poth, 2018) and visual strategies were employed to elicit thinking 
(Cousin, 2011) about creativity in teaching practice.  For example, visual artefacts that 
hold symbolic importance to the participants in terms of their relevance to creative 
learning in their professional practice and/or articles or tools that help explain creativity 
or a concept in the classroom served as prompts for further discussion on the subject.   
 
My approach to representing my conversations with academics adopted the perspective 
that language and communication is dependent on the interactional context.  This way 
assumes “the theory of a co-constructed ‘self’ produced dialogically” (Reissman, 2008, 
p. 28).  In that regard, emphasis is on negotiated meanings and co-constructing the 
narrative while acknowledging “the messy, uncertain, and nonlinear nature of living 
out narrative inquiries” (Huber et al., 2013, p. 221).  In generating oral narratives which 
includes the audience involved in creation, interpretive issues come to the fore in this 
project.  I acknowledge that in co-producing these narratives of creativity that such texts 
have been partly shaped by myself.   
 
Narrative analysis can be conducted in a variety of ways based on the objectives of the 
research study (Riessman, 2008).  For this narrative project, I opted to analyse the data 
thematically to widen the range of interpretations of creativity.  This form of narrative 
analysis places “emphasis on ‘the told’ – the events and cognitions to which language 
refers (the content of speech)” (Reissman, 2008, p. 58).  This method aligns well with 
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my research objectives as it allows for variation in individuals’ interpretation of how 
creativity is conceptualised and enacted in professional practice.  Using Braun and 
Clarke’s (2006) six-stage framework (see Appendix G: Braun and Clarke’s (2006) 
framework for thematic analysis) I approached thematic analysis as a constructionist 
method identifying patterns or themes inductively.  Inductive thematic analysis of the 
interview transcripts was therefore ‘data-driven’ rather than orienting coding the data 
to fit themes identified from previous research on the subject and my frame of reference 
as researcher including preconceptions about the subject (Braun and Clarke, 2006).  In 
so doing I privileged the stories of the research participants above theoretical concerns.  
A further decision taken included thematic analysis at the semantic level meaning that 
“the themes were identified within the explicit or surface meanings of the data and the 
analyst is not looking for anything beyond what a participant has said or what has been 
written” (Braun and Clarke, 2006, p. 13).  That said, good thematic analysis always 
goes beyond description and interprets and makes sense of the data in this case to say 
something compelling about the narrative.  I sought thick, rich descriptions of the data 
set given the topic is under-researched and, also because the views of social care 
educators have not been investigated (Braun and Clarke, 2006).  In terms of the 
prevalence of a theme, this was determined by the presence of the theme in the 
conversations of the speakers, across the entire data set and the extent to which it 
contributed something meaningful in relation to the research question.  Braun and 
Clarke (2006) refer to this idea as the ‘keyness’ of a theme.  Finally, the research data 
have been reported in an anonymised form (Social care interviewee 1 [SC1], SC2, SC3 
etc.) so that no participants can be identified.  
  
3.3 Limitations and Delimitations 
The limitations associated with this study is such that objective truth is not possible, 
rather provisional truths can be claimed.  As Bateson (1994) states these stories can 
“have more than one meaning” (p. 11) resulting in no “single true interpretation” (p. 
84).  In addition, findings from this research acknowledge the study is time-bound and 
limited to one source of knowledge including one interview with each research 
participant.  Such decisions are largely pragmatic ones given the timeframe for 
conducting this study was approximately 10 months.  Therefore, it is not possible to 
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explore participants’ views and perspectives over a longer duration and track changes 
in understandings.  Nevertheless, this research offers valuable insight into academics’ 
perceptions on creativity at a distinct moment in time as the sector undergoes 
professionalisation.   
 
3.4 Validity of research  
The validity of the study was evidenced in different ways.  These included the use of a 
field journal soon after the completion of each interview to record my observations on 
the interview itself and comment on decisions taken and openly acknowledging my 
situated perspective on the research topic.  I make explicit my personal interest in this 
subject in Chapter 1 and my reasons for adopting a sociocultural approach to the study 
of creativity in social care are discussed in Chapter 2.  The socially constructed nature 
of creativity fits within the framework of interpretative and constructionist 
perspectives.  I also acknowledge that such perspectives accept that the past is 
interpreted by narrators in storying their experiences, not reproduced (Reissman, 2008).      
 
The grand narrative presented in this study is therefore constructed from narratives of 
creativity shared by six social educators whose stories are shaped by my analysis and 
interpretation of these experiences. In this sense the narrative is co-constructed. The 
resulting work therefore represents a collective voice and understanding of how 
creativity is conceptualised and enacted in the education and practice of social care. 
 
3.5 Ethical considerations 
Ethical clearance was sought and granted by the research ethics committee of the 
participating higher education institution which offers a social care undergraduate 
degree programme which the participants currently teach into (see Appendix A: Ethical 
Approval Application and Appendix B: Ethics Exemption Approval).  Permission to 
photograph visuals aids or artefacts was also sought and approved as part of the data 
collection process. 
 
Another aspect of research ethics concerns the relational nature of narrative inquiry.  
Clandinin (2013) states that relational ethics are at the heart of what it means to be a 
narrative inquirer.  This essentially means the researcher listening carefully to the 
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stories being told and being aware of one’s own assumptions and biases in respect of 
what is said whilst not imposing their thinking on the telling of the narrative.  This way 
allows for a space to open-up so that stories can be told without interference from the 
researcher (Clandinin, 2013).       
 
Other ethical concerns pertaining to this study included protecting the professional 
identities of the research participants and integrity of the institution.  Concerns for the 
re-presentation of data were also to the forefront of this study.  Given the nature of 
narrative inquiry, I was aware that interpretive challenges to do with ‘issues of 
trustworthiness’ (e.g. language – what people say and how they say it (Cousin, 2011), 
metaphors and the position of the researcher – I insert myself in the research) require 
“degrees of researcher reflexivity” (Cousin, 2011, p. 18).  Issues of trustworthiness 
were also addressed by providing research participants with opportunities to review 
interview transcripts for accuracy and sufficient protection of identities.  Accuracy in 
the interpretation of participants’ retelling of past viewpoints to inform their current 
position on the research topic was a further concern.      
 
Other pertinent issues to contend with included the protection of all confidential forms 
of written, verbal and electronic communication gained from research.  Participants’ 
identities have been sufficiently protected in data presentation. Pseudonyms were used 
to ensure confidentiality of participants, for example “SC1” for social care interviewee 
1.  Furthermore, names mentioned during each interview have been disguised to ensure 













This chapter presents and discusses the findings from the data analysis of six narrative 
interviews conducted with social care educators in respect of their conception of 
understandings of creativity in social care practice and education.  As the framework 
for understanding how creativity is conceptualised and operationalised in this context 
is rooted in the meaning of creativity that is socially produced, patterns identified are 
in keeping with a social constructionist epistemology.   
 
Details of the narrative methodological approach that I took to this study are discussed 
in Chapter 3, as well as decisions taken in respect of analysing and presenting the data 
thematically.  The final themes that I present and discuss here have something important 
to say about the research question (Braun and Clarke, 2006) and have also been 
informed by the number of occasions each theme was communicated on across the 
entire data set, albeit to varying degrees.  The four main themes (see Table 1: Themes 
identified from narratives, including codes) are: conceptualising creativity, empathetic 
imagination and understanding, engaging with self and others through creativity and 
the value of creativity (or not).   
 
4.2 Theme One: Conceptualising creativity     
The first theme identified from the research transcripts highlights that many participants 
believe creativity is broad and that everyone is creative.  This view is explicitly stated 
in three of the narratives and implicit in the stories of creativity shared with me in the 
other accounts. Discussion within theme 3 speaks of creative approaches adopted by 
participants to the development of students’ imaginative thinking abilities and so 
confirm that creativity can be developed within anyone in any domain.  This position 
on creativity aligns with the commonly held view of creativity in education, that is, the 
democratic view of creativity (Sefton-Green et al., 2011) as well as the concept of 
everyday creativity (Richards, 2007).  In the following extract the participant 
emphasises creativity takes different forms while highlighting the need to broaden the 
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definition of creativity within the programme that she teaches on.  However, a shared 
definition of creativity at programme level is not offered during the interview. 
               
 …I don't like to think that creativity is just about drawing, art and drawing 
pictures. I think that's, that's part of it. That's a representation of it. But I think, 
it's other things as well. And, and I think it can be done in other ways as well. 
And I think it's quite broad. So, if I was to think about it, for me, it's quite broad. 
And maybe what we are doing on the course is maybe using some of it, which is 
great. But I think we could do - broaden the definition and the horizon … Yeah, 
I think that I, and I remember you said I should try and bring something that 
represents creativity for me. And I think, I thought of bringing myself because I 
think for me creativity is something within everybody. I think everybody has 
potential to be creative. And what I mean by that is that I think that everybody 
has a way, has an ability to do things in a way that's different. And if we put if 
we put, if we have different students in a classroom and we ask them to look at 
something they will all look at it in a different way. (SC2) 
 
 
Interestingly, while creativity is thought to be wide reaching, suggesting it is not 
exclusive to the arts its application to education and practice as explored in theme 2, 3 
and 4 communicate otherwise, demonstrating that creative approaches to teaching and 
learning and the type of activities considered to be creative in practice are those drawn 
predominantly from the arts.  This finding supports the argument that arts-based 
methodologies are widely used in the self-development of the student, with an emphasis 
on building capacity to use one’s imagination to empathise and understand with an 
individual’s life circumstances, as well as addressing service users’ needs (Lyons, 
2010; Bethell, 2019).  In practice, creative activity is mostly associated with use of the 
arts to facilitate wellbeing, both among service users and the workforce, thereby 
improving quality of service delivery (Consilium, 2013).   
 
The idea of thinking in different ways is also referenced in the above account and is a 
popular understanding of creativity across all narratives.  The notion that everyone has 
capacity to view things from different perspectives is a shared view of creativity among 
participants, reaffirming the dominance of the democratic view of creativity in 
education (Sefton-Green et al., 2011) whilst suggesting the relevance of everyday 
creativity (Richards 2007) and a sociocultural approach to creativity (Glaveanu, 2010; 
Reuter, 2015) in social care.  
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The second narrative picks up the idea of the thinking mind and speaks of creativity in 
terms of a mindset, that is a questioning mind, an interrogative mind.  The term 
‘interrogative’ suggests a link with critical thinking, however the word itself is not 
explicitly used in this account.  Interestingly, links between creativity and critical 
thinking are not identified in the existing literature, indicating that this is an area worth 
investigating.   
 
But it was quite interesting to see people being challenged for just the most 
basic simple, taken for granted understanding of our environment and being 
challenged in this way you know, so that was, that was, that was quite an 
interesting encounter. And it prompted people to think ‘Well, why do I think the 
way I think? Why do I believe that that the world is the way it is? And, and, 
where did that come from?’ So and that's the kind of reflective thing, that's to 
me where I see creativity in action, when I see an artefact, a learning journal 
or a debate or a presentation where people are actually saying ‘Well, where do 
my, how do my, where were my beliefs formed? How were they formed? What 
were the influences? Could there be an alternative explanation here?’ That's, 
that's, what I see as creativity. … it's, looking for evidence in the assessments 
and in the debates, and in the presentations, that the student has actually-really 
reconsidered or at least if not reconsidered, interrogated their own thinking. 
(SC1) 
 
The narrative captures very well the need to question and challenge students on their 
thinking, a position consistent with the requirements of the profession (Jackson and 
Burgess, 2005).  It also communicates on embedding this way of thinking within the 
learning environment and the assessment of students’ learning.  While many of the 
narratives speak of creative methods employed in the assessment of students’ learning, 
none of the participants detailed assessment criteria used.  Therefore, it is plausible that 
creativity is not directly assessed or possibly subsumed within criteria rather than 
explicitly stated, a view consistent with Jackson and Burgess’ (2005) research findings.   
 
The above passage also references creativity and thinking reflectively interchangeably, 
suggesting both are complimentary to each other.  The literature reviewed identifies the 
importance of critical reflection for practice (Lalor and Share, 2013), and aspects of 
reflective thinking such as self-awareness and use of metacognitive skills are discussed 
in the context of developing students’ competencies and capacity to practice as a 
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professional (Lymbery, 2003; Lalor and Share, 2013; Bethell, 2019).  However, the 
relationship between creativity and reflection is not discussed. 
       
The next passage builds on the theme of thinking differently but from the angle of doing 
things in a non-routine, creative way in a social care setting which is in keeping with 
requirement for students to “Act in a range of varied and specific contexts involving 
creative and non-routine activities” (QQI, 2014, p. 5) as set down in the Award 
Standards for Social Care Work.  The narrative speaks of being creative in a way that 
attends to the needs of the person in receipt of care and is strongly linked to working in 
a person-centred way in practice.  Jackson and Burgess (2005) highlight that the 
creativity of the caring professional is stimulated by the challenges in daily practice and 
identify the role of creative interventions in meeting individual social care needs.  Part 
of this way of practising involves the social care worker questioning how they can 
practice differently.  Implicit in this view is the idea of a symbiotic relationship between 
creativity and reflection as alluded to in the previous narrative.   
 
So, for me, within practice it's about how do we work with people not just in the 
usual way. How can we, what is it that we can do maybe that's different, em that 
that's person-centred, that's really suited to the person and that can help them 
to, to, to reach their potential? And and I think I say person-centred because I 
think that the ways in which we can be creative need to be appropriately suited 
to the particular service that we are in or the particular service user and 
therefore how we work with that person needs to be in tune and intuitive, and 
very much tuned to, to, the particular person. Therefore, I think it can't be 
limited to ‘We only we only sing a song in the morning and then we only watch 
the television in the afternoon’ or ‘We only do, you know’ - it's about tuning in 
to the day and what is it that like this person would like to do and how can even 
if they want to do the same thing every day, how can we do that thing in a 
different way? So that - and make it more maybe more interesting for the person 
or whatever. So, it's just for me, it's about how broadening our, how we think 
about the everyday, maybe? (SC2) 
 
Another theme which features strongly in majority of participants’ narratives is the 
view of creativity as an experience.  Interestingly, talk about creativity within and 
across the narratives is interwoven with scenarios of students learning from experience.  
Most participants openly speak of the importance of giving students a creative 
experience prior to introducing theory while in a small number of other narratives links 
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between creativity and experiential learning are implicit.  As discussed earlier, many of 
the methods employed are derived from the arts. Bethell (2019) makes the point that in 
the context of an arts-based approach to learning, an experiential learning framework 
is employed to facilitate the development of students’ self-awareness.  The below 
narrative emphasises the importance of learning about creativity by experiencing it 
directly.  For this participant, creativity is fundamentally an experience and she is 
emphatic in her view that creativity is not theoretical.      
 
So, I think if you were to say, what is it [creativity], it's an experience for me. It 
is not theoretical. It is learning by doing. Um I don't know any other way of 
teaching it. I think for, for me to be able to be a social care worker, I have, to 
experience social care work. So, somebody did social care work with me, 
whether that was true in my, in my placements where the social care worker 
merely brought me through the work, and I mirrored them and I learned social 
care from directly being guided through it. Um so creative experiences for me 
are the very same thing. A person needs to experience it by doing it by making 
mistakes by watching their peers do it, um yeah, breaking it down. (SC6) 
 
Interestingly, there is no mention of the creativity literature across all narratives.  
Rather, creativity is discussed in practical terms suggesting lack of awareness of the 
literature on creativity and that creativity does not have a theoretical basis, a position 
confirmed in the literature (Jackson, 2006; Sefton-Green et al., 2011). 
 
4.3 Theme Two: ‘Empathetic imagination’ and understanding     
I have chosen to present the second theme as an aspect of the creative learning process 
that is operationalised in social care education and practice.  The idea of using one’s 
own imagination to empathise with a service user’s situation and understand the 
complexities of their life is a dominant theme in all the narratives.  Many of the stories 
that were relayed to me were oriented towards students connecting not only with the 
realities of a person’s life from a place of disadvantage or vulnerability, but also key 
concepts, themes and issues related to social care.  This also included understanding 
complicated ideas and perspectives using creative methods in a way that is both 
accessible and meaningful for them.  The ability of student practitioners and care 
professionals to perceive situations in new ways and practice differently emerges from 
their emotional investment in this way of working and as such is a natural extension of 
the exploratory work in the classroom; the what if, or what might it be like? creative 
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opportunities within education.  I therefore ‘borrow’ the title empathetic imagination 
from Munt and Hargreaves (2009) as part title as it best describes the application of this 
aspect of creativity in a social care context.  I also make use of subthemes: (a) exploring, 
representing and understanding ideas creatively, and (b) perceiving and doing things 
differently to make explicit these distinctions within the broad theme identified above.                   
 
Exploring, representing and understanding ideas creatively  
The unifying factor in the individual narratives in this sub-theme is the use of 
imaginative thinking as a means of students exploring concepts, themes and issues 
relevant to social care practice and applying this knowledge to various work based 
situations in such a way that requires one to empathise and deeply connect with the 
topic or issue at hand and respond in imaginative ways to those experiences.  This way 
of learning essentially involves students opening-up and connecting on an emotional 
level with their learning thereby enabling them to engage in deep thinking about the 
subject matter.  This approach to learning aligns with the concept of empathetic 
imagination (Munt and Hargreaves, 2009) discussed in the literature and points to the 
fundamental importance of this framework for the personal and professional 
development of the student practitioner so that they are equipped to address the 
complexities and challenges that arise in daily practice (Bethell, 2019).  This finding 
supports the view that the emergent theory of creativity in the health and social 
workforce as espoused by Munt and Hargreaves (2009) holds much promise for the 
development of creativity in this sector.    
 
The first narrative begins with the participant considering how best to teach sociology 
to social care students for the first time given that he has no direct experience of social 
care practice.  Features of a creative mindset as conceptualised by participants within 
theme one, that is, a questioning mind, and an interrogative mind are evident in the 
opening passage in which the individual identifies the problem and details a creative 
approach to solving the dilemma.  The approach taken demonstrates an empathetic 
understanding of students’ needs and tapping into the subject in an emotive and 
personal way for students thereby creating an immersive learning experience.     
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…and I was asked to teach social care students who I had never taught before. 
I was, I clearly wasn't a social care practitioner. I didn't come from a social 
care background. I didn't you know I've never experienced social care practice. 
But I was asked to teach a module social context, sociology. So, I'm thinking, 
‘Well, how do I do this? So well, what would make this meaningful to social 
care students?’ I mean these are practitioners, these are people who want to 
who want to work in a work place setting these are practical people who want 
to who want to who want to engage with, with, social care service users, and 
not necessarily want to theorise too much about Marx or Weber or any of the, 
the, normal, you know, features of the sociological canon. ‘So well how do I 
make this meaningful to these people?’ So how I went about it was I said, ‘Well, 
look, we take, we can, we could, you, you - someone's got to pay for social care. 
'So, you're involved in, in providing services for people - how are those services 
provided? - who pays for that? … Who pays for social care?’ So that was the 




Many of the students told me that they worked for, they work for agencies. … 
They said, the motive was, was, make it, was a business. … So, we started to 
explore that. And we started to talk about well, you know, ‘What kind of 
economy is this? And what kind of what kind of economic model do we inhabit?’ 
… One way we could really explore it, one way we could really get into the - 
how to provide you know how important this is, you say ‘Well look at look at 
look at the objects that we use, look at, look at the things around us, look at the, 
look at the artefacts, the things we consume’. And in the last few years the one 
that's really been a useful item to explore that really, deeply is the mobile phone. 
… So, what I'm asking to think about is, well, ‘How did that mobile phone end 
up on the desk there in front of ya?’ I mean - and we work back, we try and 
examine the numbers of people, the myriads of transactions, the staggering 
complexity of the economic processes that led to that person having that phone 
on their desk … And we looked at the way in which, you know, we look at the 
way in which this process that led to that phone being on a desk – ‘What are the 
inequalities in this? … So on the one hand, what we're always saying is look, 
‘Everyone - when people are buying these phones, there's a huge market in this, 
there's huge money to be made, there's lots of jobs involved, you know, it's a 
really, really positive story in one sense you know, there's technology - has been 
made available to everybody. The whole world all the information of the world 
is there at your fingertips, you know, there's so much learning to be to be got 
from, from, having a mobile phone connected to the internet, but or a 
smartphone connected to the internet. But also, there's a dark side to this story, 
you know’. And it's helped me to get social care students to think about the 
complexity of the economic model that we eh, that underpins our lives, and, also 




This narrative while lengthy is purposively included here as it exemplifies the concept 
of empathetic imagination (Munt and Hargreaves, 2009) and understanding in action in 
a teaching and learning context.  It is an approach that enables students to engage with 
the complexity of the subject being taught, in this instance the inequalities and 
injustices, the positives and negatives of a capitalist economy in a creative way.  
Students’ imaginations are tapped to help them relate broader political and economic 
ideas to the business of social care enabling them to situate social care within the 
economic model of care.   
 
The personal connection with the subject is clearly evident in the narrative and 
established by drawing on students’ own experiences of agency work and creative use 
of personal effects as stimuli for discussion and exploration of the concepts and issues 
presented facilitating students in making sense of the information.  The promotion of 
creativity in this way allows students to engage subjectively with the subject matter to 
learn values and skills and acquire the necessary knowledge for professional practice, 
an approach encouraged in Jackson and Burgess’ (2005) research.   
 
In the next narrative the participant makes use of film as a creative tool to teach students 
about one woman’s experience of growing up in a domestic abuse environment and the 
impacts of her upbringing into adulthood.  Again, empathetic imagination (Munt and 
Hargreaves, 2009) is central to this individual’s approach to the subject as students put 
themselves in the shoes of the lead character ‘Maggie’ and imaginatively attend to the 
issues raised in the film.  Research shows that exposure to artistic activities promotes 
diversity in thinking whilst challenging students to open-up to different perspectives on 
being human (Antonen et al., 2016).  This choice of teaching medium is intentional as 
it allows students to readily identify with the content of the film as the songs etc. reflect 
something about their own culture thereby permitting a more meaningful connection 
with the subject.  It also suggests that the arts can be an ethical way to engage students 
in the learning process.    
 
I think you know, as well modern, it's, it's, well, first of all, I know the ‘Ladybird, 
Ladybird’ movie is quite old, but the themes in it are today, they're, you know, 
as in, but it's really well acted, um, you know. There's, ethical issues in relation 
to bringing in any woman who has experienced domestic abuse and to describe 
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them. But in that movie, it's acted out and you get an understanding of what it 
is to live in a situation where you have no freedom and how, you know, so say 
when we're when we're looking at like the ACEs, like Adverse Childhood 
Experiences, and we're looking at domestic abuse we can actually recall, like 
and talk about and discuss Maggie's experience of being a child of, of, you 
know, growing up in domestic abuse and then going on to form intimate 
relationships that are physically, emotionally and psychologically abusive 
along with coercive control, financial control, financial abuse, so all of that, 
sexual abuse. So, there, it's just the students are saying they're able to 
understand it in a deeper and more meaningful manner. … And the students 
identify with it because it's part of their culture, it's their songs, it's their popular 
culture. And I think when we bring more of our, of popular culture into the 
training of social care, the students are, are saying that they're learning the 
information in a way that's understandable for them. (SC5) 
     
A further point of interest is the use of film and songs as teaching and learning mediums. 
These methods are derived from the arts suggesting the approach to creativity in 
education is closely associated with the arts.         
 
The idea of using narrative as a means of students’ empathising with the life 
circumstances of a service user and creatively illustrating their learning is captured in 
the next narrative.  The example given in the following passage is that of a person 
battling addiction and how in the telling of this person’s story students are afforded the 
opportunity to understand the complicating factors impacting on their relationship with 
addiction.  It also illustrates students’ learning about ways to best work with a person 
experiencing addiction from a place of really understanding what their life might be 
like rather than judging others. 
        
…looking at the addiction module - what I set for them in terms of assessment 
was a creative illustration of a theme connected to addiction and connected to 
children and families. So, they were using em, they were researching the topic, 
but then had to drill down into some aspect of their learning and creatively 
share that information with the with the rest of the class. Em, so to give you an 
example of one student em, eh what they were planning to do before all of this 
happened [Covid-19]. Em, they were going to take a scenario or case example 
of somebody who was battling addiction, and instead of looking at it from a 
service delivery point of view they were going to look at it from a service user 
point of view. And with background music playing and all the rest, they were 
going to read a narrative em from that person on what their life is like and the 
experiences they're having. And the aim of that was to get other students to step 
back from perhaps looking at the addiction and seeing what the person is doing 
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wrong and what they could do to help them. They were getting into the shoes of 
the actual service user and saying this is what it's like to live in my in my shoes 
and what my life is like. So, from a learning view then you have a student who 
now was maybe able to say ‘Look it's more complicated than I realised. It's not 
as easy. It's not a case of just stop using drugs. There's so many other 
complicated factors that that are having an impact here’, and let's look at that, 
you know. Let's look at how we might best help the service user really 
understanding what their life is like, you know. (SC3) 
 
 
The above extract also confirms the use of a teaching technique associated with the arts.  
Furthermore, it speaks to Bethell’s (2019) point of the necessity to develop students’ 
personal, social and emotional capital for professional practice.    
   
Perceiving and doing things differently 
The notion of thinking differently and doing things in non-routine, creative ways is a 
popular understanding of creativity as a concept across the entire data set.  As 
highlighted in theme one, it is a requirement for professional practice within the Award 
Standards for Social Care Work (QQI, 2014).  The narrative accounts within this sub-
theme build on the idea of perceiving a person’s situation from different viewpoints, a 
view also shared by Bethell (2019) so that the best solution can be found in the given 
situation as well as finding new ways of practising.  Interestingly, all participants spoke 
about this idea in their teaching practice in terms of encouraging students to look 
beyond the confines of their own thinking and view a situation from other perspectives 
to enable them to adapt easily to the needs of the people they are working with.  This 
point is keeping with Lyons (2010) and Bethell (2019) who state that social care 
workers need to be flexible and solution orientated in responding to the diverse needs 
of service users.   
 
In the next narrative, these ideas are applied in a learning and teaching context.  In the 
excerpt below the participant recounts a story of partnership working between the 
college she works in and a social care service which involved students working directly 
with adults with intellectual disability on the college campus.  It supports the finding 
from research that creativity most often takes the form of creative interventions when 
applied to practice as a means of meeting individual social care needs (Jackson and 
Burgess, 2005).  This narrative illustrates the struggle at the outset of this project and 
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how students adapted their person-centred plans and approaches to practice in 
imaginative ways to meet the challenges they faced.   
 
I'm thinking of fourth year students two years ago, I had a group of service users 
with intellectual disability from *** [name of social care service] come in and 
the fourth years had to do em, a person centred plan with the service users and 
this was all organised with the organisation and there was support staff there 
as well. But in that in that piece of work, I think they all struggled, and I 
struggled a little bit initially too because I guess they had their, their print outs 
and they had their plan. And then like, okay, as in work, here's the service user 
that has some - had no verbal, you know, em verbal ability, they were relying 
solely on em eye contact, facial expressions, body movements to do a piece of 
work, and others had shorter attention spans, different types of intellectual 
disabilities where they weren't going to be able to focus specifically on a task 
for an hour long class. So, the students had to come up with all sorts of creative 
ways of engaging the person building the relationship and they come in with, 
some come in with stress balls there were using. Others came in with printouts 
of drawings that they were reusing or others had to you know, head off for a 
walk around the grounds of the college, just em I suppose help the person 
regulate themselves and to be able to focus on conversation through movement. 
Others went up to the sensory garden in the *** [building on the campus] and 
em, the room there were there are all sorts of sensory equipment and you used 
the environment that was more conducive to engagement. So, I thought, it 
definitely come to light there. (SC3) 
 
The need to think creatively about one’s approach to practice is taken up again in the 
next narrative but from a social justice angle using drama as a methodology to teach 
through.  Taking previous narratives into account, it gives weight to the belief that the 
arts are frequently employed in social care education.  In this narrative a domestic abuse 
scenario is given as an example of how students explored the issue of sexual inequality 
imaginatively and responded by trying out creative ways to resolve the problem.  This 
is the idea of empathetic imagination (Munt and Hargreaves, 2009) in action.      
 
So, in Boal's practice [Augusto Boal], he does this thing called Forum Theatre. 
So, and you would have a group present a scene about a-particular issue. It 
could be domestic violence, it could be you know, racism, it could be bullying, 
it could be - I've seen them done on environmental impact, you know, like what 
climate change, so it could be anything. Um, but so they had picked this sexual 
inequality and it was really a kind of a domestic violence scenario. And they 
had a male in the group who was the gentlest sweetest guy. But he was playing 
the, the, kind of the bully dad who demanded that everything be done a-
particular way. And you had the bully dad, you had the two children who were 
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just selfish idiots, and the mother who everything was being put on. And then 
you had her sister. So, the mother and the sister were played by two mature 
students. The children were played by two younger students, and the father was 
played by a mature male student, so that the family scenario played out and the 
mother was left sitting at the kitchen table and the sister came in and she said, 
‘You can't go on like this. What you're going to do, how are we going to do, 
what we're going to?’ And I, as the Joker, I stopped to kind of say, ‘How would 
you change this?’ So, then there was somebody else in the group who went in 
to be the mother and tried out how to do it differently. (SC4) 
 
Jackson and Burgess’ (2005) research highlights the importance of care workers 
helping people to tell their own stories and re-storying their lives as part of intervention 
work.  
   
4.4 Theme Three: Engaging with self and others through creativity     
The third theme generated from the narrative data points to the role of creativity in 
developing a relationship with the self as well as building relationships with others.  
Given the relational aspect of social care work is core to the work of the social care 
professional (Lalor and Share, 2013; SCWRB, 2020), it is argued that creativity plays 
a central role in the self-development of the social care student.  The narratives 
presented here highlight the terms ‘creativity’ and ‘the Arts’ are used interchangeably 
to refer to arts-based learning approaches in social care education primarily for the 
development of the student.  Creative teaching methods are also referenced as a way of 
engaging students in their learning, again drawing from methods originating in the arts.  
In relation to applying creativity in practice, majority of participants also identify the 
arts as a creative tool to assess and meet service users’ needs as well as a means of 
building rapport and communicating with service users creatively.  The work of Jackson 
and Burgess (2005), Lyons (2010) Clarke Orohoe (2014, cited in Howard and Lyons, 
2014) and Leferve (2018) discusses the role of creative interventions in helping to meet 
a variety of service users’ needs such as those mentioned above.   
 
The first narrative focuses on the self and articulates a tendency among social care 
students to be overly concerned with their image as well as feelings of self-
consciousness and how judgements of the self, particularly in respect of being creative 
restrict their creativity revealed mostly within the creative studies modules.  The 
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example provided in this narrative is from a drama module which students participate 
in over the course of one semester.   
 
With social care students and with other kind of discipline students, they're a 
lot more tentative a lot more worried about what they look like, um than the 




So, I've not only done them [block of introductory first semester drama classes] 
with social care, I've done them with the certificate in *** S***, adult learners. 
I've also done them with the h*** students. Um, and the s*** students at one 
point, s*** students did a variation on that module. And in each group, you 
would have seen to a greater or lesser degree, a sense of being anxious and 
worried at the beginning, ‘What were we doing? Why were we here? What are 




Um, you know, quite often I'll do an improvisational task where I'll say to them, 
‘Okay, we're going to do a word association game. And I'm going to say one 
word, you just say another word automatically after it. Don't think about it, just 
respond to the word’. And every time there will be at least one or two people in 
the in the room who will go ‘I don't know what to say. What do I say?’ Um, ‘It's 
okay, it doesn't matter. Just say it. That's the whole point of the exercise is to 




And then by the time they get four or five weeks in, they're starting to say, 
‘Alright, okay, I can do this I can be. It's not about being a tree. It's about 
thinking, my imagination, using my imagination to create a story that maybe 
has some point that reflects some idea about myself or about society or about 




And that's totally beyond what they would have thought they would do in week 
one. So, I think that's a kind of trajectory of freeing their self-consciousness so 
that they can be creative, and non-judgmental. I think that's really, important. 
You don't judge yourself and you don't judge other people. And that way you 
can let it go and be free. (SC4) 
 
 
This narrative also articulates the opportunities afforded to students to free their 
thinking so that they can be creative, a reoccurring message across most of the 
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narratives collected in this study.  As students learn not to judge themselves and each 
other they gain confidence in their abilities to think imaginatively and begin to 
understand the relevance of creativity within their studies.  This marks a shift in 
students’ thinking about their capacity to be creative.  This view aligns with Antonen 
et. al, (2016) who argue that artistic activities open students up to diverse perspectives 
on being human and Bethell’s (2019) that such activities promote students’ awareness 
of a variety of ways of thinking and creating.  
 
The idea of freeing students’ self-consciousness through creative activity is taken up 
again in the next narrative but from the angle of exploring the self and the developing 
student practitioner.  This narrative extends greater importance to creativity in social 
education than practice as a site for students to experience themselves in a more playful 
way enabling them to form a relationship with themselves as well as developing 
relationships with others.  The cultivation of a safe learning environment that is 
conducive to students opening-up and exploring themselves personally and as student 
practitioners is emphasised.  Jackson and Burgess (2005) state that establishing a safe 
space is crucial if students are to feel emotionally safe to explore their inner landscapes.   
 
   …to be honest, educationally, I think it plays a more important role than, you 
know, even practice because I would say educationally um creative studies 
programme is all about the development of self, of the worker of the of that 
student who is learning how to become a social care worker. This is where the 
creative classes play thee most important role. Um because we, we, need to give 
students an opportunity to learn how to develop relationships with each other 
first before they learn how to develop a relationship with somebody else. And 
when I say with each other, I'm talking about them developing a relationship 
with themselves, as the very first relationship that they should really have a 
comfort in, and an awareness of themselves, their biases, their values, and they 
need a safe space to explore who they are, and then they need a safe space then 
to explore the dynamics of working in groups and with each other, people with 
other staff members and when things don't go right and, and when you feel a 
little bit excluded from your group and how you approach that, and creative, 
creative activities and a creative space that's made up, um and it's 
psychologically safe, where the lecturer is very aware of the processes, social 
care processes that they are working within. (SC6) 
 
The next narrative builds on the importance of creativity in helping social care workers 
to develop relationships with people in a practice environment.  In this extract the 
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participant speaks about engaging creatively with young people through activity.  There 
is a sense in this account that creativity is present in the act of ‘doing’ an activity with 
another person and not necessarily restricted by the type of activity engaged in, some 
of which may not be perceived as creative by the very nature of the activity itself.  This 
idea links with Richards (2007) notion of everyday creativity.  Richards (2007) reminds 
us that creativity can be expressed through any kind of activity in everyday life.  The 
view expressed in this narrative suggests creativity is a non-threatening and more 
personal way to engage services users rather than one-on-one meetings.    
 
And so, say for example, we talk to students, you know about working with 
young people and like sitting down having the conversation across the table 
isn't necessarily going to be conducive to opening, up. But if you go out and 
engage with the young person through football or em going for a walk on the 
beach or em eh drawing, making something together, baking together, cooking 
a meal together, the young person will open up in in a way that they mightn't. 
They'd feel less intimidated by your, your, presence perhaps, and that they you 
know, there isn't that pressure to sit across the table from somebody and be 
eyeballed by them. You know, you're engaged in something that's maybe sensory 
as well. Em you know, so the baking, the whole sensory aspect to it I think really 
helps to, to free people up. You know, and yeah, I think that that's a big part. 
(SC3) 
 
Again, freeing people is discussed frequently within the narratives about creativity so 
that students and service users alike can begin to share information with each other and 
build rapport and relationships in the process.  This point chimes well with Lyons 
(2010) view that creativity plays a key role in building relationships in social care.        
 
4.5 Theme Four: The value of creativity (or not)     
The final theme is presented in binary form as it captures the ways in which creativity 
is valued and yet simultaneously devalued within social care.  It combines some of the 
themes presented in the analysis so far that highlight how creativity is viewed and 
applied both in education and practice as well as other uses or approaches taken to the 
enactment of creativity in this context.  The narratives in this sub-section reveal that 
artistic forms of creativity are frequently used primarily as part of the self-development 
of the social care student as well as to help practitioners form relationships with others 
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and meet the diverse needs of service users.  They also say something important about 
how creativity might be strengthened and better recognised in the field. 
 
The self-development of the student practitioner is revisited in the subsequent three 
narratives as it features strongly as a theme within most of the participants’ stories about 
what creativity has to offer social care.  The value of creativity is primarily discussed 
in respect of the benefits it affords students to grow and develop, both personally and 
professionally.   
 
In the first narrative, drama exercises and games are used to help first year students 
relax as well as create comfort amongst the students.  This playful approach to learning 
facilitates students in opening-up and contributing to discussion on issues of a social 
justice nature.  As students become more trusting of each other and their lecturer, and 
crucially less judgemental, the environment is conducive to students bringing in their 
own personal experiences of the issues being discussed and sharing their views on these 
matters.  This results in open communication within the group and conversations that 
address personal and political issues.   The narrative exemplifies how creativity can free 
people up to talk about something that is personal and build rapport with others. 
   
… And then as they will, as the week's go on, the games become less and the 
they kind of um, the issues that we're addressing, the kind of ideas that we're 
addressing become more personal more, I would say probably political. I think 
I would err towards the kind of social justice side of social care. And you get 
people saying stuff in class that sometimes I don't think they would have said, if 
they had - they certainly wouldn't have said it in the first couple of weeks. And 
they certainly wouldn't have perhaps imagined the scenes that they create in the 




So, I suppose when I talk about social justice, I see, the way that Boal [Augusto 
Boal] allows a very simple exercise to just bring up all these themes and ideas 
and allow you to discuss them, which I think is really important for Social Care 
students because they will be going out into the community and they will have 
to think about how they feel about these issues, unemployment, families, racism, 
sexual inequality, the, you know, they may have to go to some of the detention 
centres and talk to people who've been through war, and what does that feel 




In the example above, the value of creativity is articulated in terms of individual use-
value without being a commodity (Kleiman, 2006).  This idea links well with the 
notion of personal creativity or the intrinsic worth of creativity.  It also suggests 
Richards (2018) definition of creativity as original and meaningfulness is useful in 
this regard.   
 
The next narrative also draws on the social justice nature of social care work.  It 
demonstrates how creative approaches to social care education can help students 
empathise with other people whilst also developing their creative thinking skills and 
critical thinking abilities.  As evidenced in theme two, the concept of empathetic 
imagination (Munt and Hargreaves, 2009) is central to this learning process.      
 
So, getting people thinking about the structure of our lives is not just, it's not 
just there, it didn't just drop out of sky. It's the outcome of sociological 
processes, political, social, economic, and cultural processes - they're 
constructed. They're not just, you know, they're not just facts of nature. And 
they're normally constructed in, by a-particular group to suit their needs. So, 
what about if you've got groups for whom it doesn't suit their needs? And this is 
particularly important to me for social care users because social care users are 
a diverse group, and one of the other – on, on, on that point, the one of the 
things we, we, did when I was first here, we don't seem to be able to do very 
much anymore, but was to have students - this goes back to the artefact, if you 
want to talk about an artefact, have a wheelchair and have a student get - you 
know on our timetable, we, our timetabling in the college, we finish supposedly, 
we finish at 10 to the hour, and then the students are supposed to have 10 
minutes to get to another class. Most lecturers including myself run over. 
Alright, so normally out the door just before the hour before the other classes 
coming in. So, we're over here in this part of the building, in the h*** for 
example, from the b*** s*** office we would put a student in a wheelchair. We 
say ‘Right, you've got 10 minutes now to get from here assuming that, the lecture 
finishes 10 minutes on the hour, so you've got 10 minutes now to get from here 
to the h***’. Of course, no one can do it because the building, the built 
environment, is completely unsuitable for someone who's, has a, has an 
impairment and doesn't have full use of their legs and that's a simple enough 
thing. Because the experience of some of the students to actually-try it was, was, 
horrendous. You couldn't get a key for the lift, couldn't, couldn't, get down and 
couldn't get down from, from, the first floor to the bottom floor - came out to the 
back of the building couldn't get along the road it was too rugged, you know, 
there was no ramp at the time. I mean, so it forces students to think about what 
a space that we inhabit, we take so much of it for granted but it's, it's, it's built 
from an enabler's perspective. And that is something really, important for social 
care students to me, because we are dealing with people who might have, we be 
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dealing with services users who might have some, kind of impairment their 
eyesight might be impaired. … So, we're trying to get students to think about 
‘Well, look, what's it like from the perspective of other people? What's it like for 
the perspective of people who don't share the same sets of attributes that we do 
or don't share the same cultural outlook or the same values?’ I don't mean 
values in in a negative sense. I mean, who don't have the same assumptions that 
we do. I mean, and especially in social care, the cultural assumptions, and the 
ablest assumptions are two of the most important that I, I, explore, you know, 
and say, ‘Well, how in this complex economy that we live in, how in this complex 
division of labour where, you know, everyone's supposed to be equal, or at least 
have an equal opportunity. How do we make that equal opportunity realisable 
given this, these diversities of abilities?’ (SC1) 
 
In the above extract emphasis is on encouraging students to think more broadly about 
things, especially from the perspective of other people who don’t share a similar 
outlook on life as the those represented by the dominant culture.  This point highlights 
the value of creativity and critical thinking in the development of the student social care 
worker who in practice is tasked with the challenge of addressing such issues that 
directly impact service users’ lives.  A further point worth noting is the use of role-play 
to aid learning, a technique drawn from the arts.  Bethell (2019) confirms that arts-
based approaches to learning helps students develop empathy while working in 
solidarity with other.        
 
The narratives also highlight common ground between the use of creativity in education 
and in practice, that is as a form of engagement.  The next narrative captures the value 
in using creative approaches to engaging young children availing of therapeutic support 
services.  In this extract the participant draws from her experiences in using creativity 
in her practice both as a social care worker and as a social worker.   
 
…when I worked in S*** unit, which is a unit that assesses children who have 
been sexually abused and, also, offers them therapeutic support. Um, like, we 
have a room full of toys and games. So, you know, even building rapport with 
the young person is done through games and playing games or drawing pictures 
or painting. So, if that makes sense. So, in practice, you know, we're using a lot 
of creativity to build relationships with young people. And that was my, my area, 
my area of social work and social care was always working with young people. 
(SC5)  
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Creativity and play based methods are highlighted in this account as ways of building 
rapport with services users.  A key finding in a report on the use of arts in social care is 
that the arts help strengthen relationships between service users and social care staff 
(Consilium, 2013) by participating in creative activities together.  
 
In the case of young people, tapping into their creativity can alleviate boredom and help 
them to express their interests in pro-social ways as evidenced in the below narrative.   
 
And they can learn how we use activity. Like, you know, say, I was saying that, 
you know, the young people in social care um and if they're bored, what if 
they're bored, they're going to engage in anti-social behaviour. And I've heard 
of some fascinating projects that staff have come up with to engage with them, 
like, you know, these young people just kept stealing cars, right. So, what they 
did was then, they taught them how to drive and race cars, and do them up and 
paint them. So here you are using something that they're telling you they're 
interested in, but they're expressing it in an anti-social way, you can just turn it 
on its head um you know, get them to, to, make their own cars paint their own 
cars and, and, teach them how to drive safely, um, you know, and that's, that's 
how you can use it in your work. (SC6) 
 
Within these narrative accounts about social care work, many participants also talk 
about creativity as a form of self-expression for service users.  Research has found that 
opportunities to engage in arts activities promote feelings of wellbeing, self-expression 
and creativity in the individual (Consilium, 2013).     
 
The next narrative reveals the challenges in verbalising one’s inner world especially for 
those people who may be limited by their reading and writing abilities and so, creativity 
is seen as a more accessible means to do this.   The example provided here focuses on 
expression through imagery and visual methods of communication but has wider 
application in terms of other methodologies.  The idea of creativity as a form of 
language is alluded to here and holds much significance for children and adults who 
may be feeling vulnerable in so far as having many languages available to vulnerable 
people to communicate or express themselves through is essential for wellbeing.  
Creative methods of communication are discussed in the literature as a way of gathering 
important information about the individual as part of assessment and intervention as 
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well as helping people to tell their stories (Jackson and Burgess, 2005; Lyons, 2010; 
Clarke Orohoe, cited in Lyons, 2014; Leferve, 2018).              
 
Yeah, I'm aware like in mental health, addiction, working with adults with 
intellectual disabilities, um creativity is essential. You know, so, unless you're a 
very widely read individual, expressing verbally your emotional world is going 
to be challenging, and it's much more accessible to use creativity for most 
people. … Um, I guess it's more democratic. So, rather than, you know, 
everybody relying on words and written format, let's rely on visuals, because 
not everyone in this house or residential unit can read and write. So, we all 
recognise an image and, and that image will you know, maybe not necessarily 
be universally understood but, the theme of which is generally understood. 
Something like a smiling emoji face maybe, like the smiley emoji face, like the 
emojis are something that's more universally achievable, and everyone can 
understand them. (SC5) 
 
 
Providing creative opportunities for services users to express themselves and 
communicate through the arts as well as engaging their interests in artistic forms of 
creativity in and of itself is also discussed within the next theme, mainly in relation to 
people with intellectual disability where the inclusion of arts-based activities is 
considered essential in service delivery.  The next narrative in speaks to this area of 
social care practice and how the arts cultivate a sense of identity, purpose and value in 
the lives of people with intellectual disability.  This finding is also reinforced within a 
UK study on the role of arts in the delivery social care which found that the outcome of 
participating in meaningful artistic activity for people with social care needs and 
support is that they feel more valued (Consilium, 2013).       
 
So, he uses a lot of image theatre with his group, and a lot of music, but what 
you see is the way that he interacts with the clients. And I've also seen it with 
one of our students, P***, who works with the clients in *** as well is that the 
clients absolutely love anything that's creative, they love music, they love art, 
they love drama, they love playing games, and the way that P*** and S*** 
interact with them and actually I've seen some of the other social care 
practitioners down in *** is they treat them as equals. And they protect them 
when they have, to be protected. So, they stop them from doing things that they 
know would hurt them. But the, the, kind of, they are very cognisant of the fact 
that by being creative, those people feel some sense of value in the world. Um, 
so when we been to see the plays in the *** **, the students have gone, ‘They 
were so happy with what they did. They were so proud to be up there’. … You 
know, when they're standing up there. ‘Yeah, again’. And it's like that sense of 
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achievement, that sense of fulfilment and pride. And what P*** and S*** and 
the other team and the rest of the social care team down there is, allow them to 
use creativity, to have a sense of identity and purpose and value, they feel 
valued. And I think that's when the students click and go, hang on. creativity is 
not just a tool that I use to try and get people to talk. It's something that will 
help my clients to feel valued. (SC4) 
 
This narrative emphasises the importance of creativity for the individual and fits well 
with notions of originality and meaningfulness in Richards’ (2018) definition of 
creativity as well as Kleiman’s individual use-value of creativity (2006).  It also 
demonstrates the importance of not just viewing creativity solely as a tool that the social 
care worker can draw upon in the service of relationship building and meeting service 
user needs.  This is the idea of the use-value of creativity as a commodity (Kleiman, 
2006).   
 
While the narratives in this sub-section have so far conveyed the variety of ways in 
which creativity is valued, the subsequent stories provide insights on how creativity is 
increasingly devalued within education.  These ideas co-exist in tension which each 
other and need teasing out to understand the reality of the situation at present.  I open 
this conversation with an interview extract from one of the participants with many years 
of experience teaching creative studies modules as well as a range of other modules 
typically offered within undergraduate social care education.   In the following narrative 
she shares her own thoughts on why creativity is not valued in social care.    
   
… And you mentioned about it not being valued, like for example like in 
comparison to the setting, the day activation unit that you were in, where it was 
very much the case. Were there any other reasons? Why do you think why it 
wasn't used as much in those settings? … (R) 
 
… I would say one of the reasons might be the staff themselves and their own 
skills and abilities. And so, I don't think creativity was taught um across the 
board to childcare, you know, in childcare programmes in the initial ones. I 
wouldn't have, I wouldn't say that was a big emphasis. It was in D*** um but I 
don't know, you know, in terms of other programmes, um but, you know, as far, 
up to say when I did the *** in ***, and looking for, that would probably be my 
only way of kind of getting some kind of indication was when I was phoning up 
colleges and asking them who was the person that was doing the creative 
activities and creativity. And they didn't even know who these people were 




On the fringes? (R) 
 
Yeah, it didn't feature. Yeah, it didn't seem to be a very central part of the 
programme or, you know, a, you know, a lot of it was elective, do you know, 
and I think that people learn that they learn that from their education, like, you 
know, if you look at the emphasis of sociology and psychology alternatively to 
the creative studies programme, it's completely different. The student, the 
student is told from day one that this is important, buy a psychology book, buy 
a sociology book. These are important and they learn that, and they value that. 
Creative studies because it's not valued within the colleges initially, the student 
doesn't learn to value it. (SC6) 
  
 
This narrative identifies the lack of appreciation for creative studies within social care 
education can be traced as far back as the inception of social care as a programme of 
study in the Irish higher education system.  Reference is made to childcare programmes 
within the account wherein social care practice emerged from, reflecting the changing 
landscape of social care provision.  It draws a link between the absence of creative skills 
training within most of the initial programmes of study and a deficit of creative thinking 
skills among social care staff in some services.  The account also importantly highlights 
the continuation of this trajectory of thought as evidenced by the not knowing within 
departments across colleges as to who the creative studies lecturer(s) were suggesting 
creative studies is not viewed as central to the education of the social care student.  As 
the participant points out, one of the effects of placing creativity on the margins is that 
the student also learns not to value it. This view is also shared by another participant in 
the following narrative. 
 
And they just, you know, there is always this sense in the social care students 
that this is the add on module. I'm not sure why we're doing this. Why am I ‘Oh, 
I just I have to do a bit of writing here and something that that'll get me passed 
I don't, I don't need to be present in the room and actually contribute something 




Just based again, because I only because I only teach first years, I don't get a 
sense that they think of social, the creativity side as something that is relevant 





A further spill over effect of not identifying creativity as central to social care is such 
that with the move towards professionalisation of the sector creativity has become 
increasingly devalued as evidenced by the recent introduction of the Standards of 
Proficiency for Social Care Workers issued by CORU, the regulatory body for the 
profession.  This point is picked up in the next narrative account.     
 
But it's just about the approach that different colleges are taking post Coru, I 
think would be very interesting [as an area for future research]. There are some 
colleges that have very much programmes embedded eh, year by year by a very, 
very strong part of their programme. And then other colleges have very little. 
And because Coru only gave it one out of the eighty standards of proficiency, 
you know, specifically dedicated to creative studies, it can be arguably, written 
out of programmes. I know people are gonna look it, we've got 79 more to do 
so it just doesn't, it's just not weighted strongly enough. And I think that's 
possibly um you know, one of the most disappointing things about the Coru 
Standards of Proficiency was how little creativity has featured in that. Now, I 
found about 12 Standards of Proficiency that related to creative studies, 
because it is all about the development of the self. (SC6) 
 
What strikes me as particularly revealing in the above passage is the comment that this 
participant makes about identifying creativity within 12 other proficiencies that do not 
explicitly acknowledge creativity.  This point suggests that creativity is subsumed in 
other domains.  In so doing, the considerable variation in approaches taken by colleges 
across the country to the design of the new social care programmes highlights 
inconsistencies in provision of creative learning opportunities within social care 
education.  This disparity in education in the development of creative thinking within 
students further compounds the existing problem of low levels of confidence among 
social care staff in being creative (Gage, 2017). 
 
The next narrative sheds light indirectly on the heart of the issue which if addressed can 
go some way to resolving the problem.  The theme of this conversation opens with a 
forthright response from the first participant when the question of how creativity might 
be valued was put to him. 
 
And just based on your professional experience, what role does creativity play 
in social care? And how might it be valued? (R)  
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Well, I don't know, is it? Is it? What I'm talking about here is the anecdotal 
feedback I've heard from students I know who are in the social care settings 
now… [anecdotal feedback on the usefulness of the Arts in social care settings]. 
(SC1) 
 
At the time of the interview I was not overly struck by this comment.  However, it was 
only when I came to the analysis of the data that the significance of this statement made 
its presence felt.  The brevity of this extract tellingly points to the core issue as to why 
creativity is not valued in the profession, that is, the absence of evidence-based research 
to support what is already known instinctively and from experience about this area of 
practice.  Here we see ideas of value juxtaposed; those conveyed anecdotally versus 
evidence-based claims. The extract illustrates the dubious nature of anecdotal 
information while evidence informed research reigns supreme.  It points to the need for 
research to substantiate claims of value in respect of creativity. 
 
The void in research confirms that the subject is not often discussed by academics, a 
finding that is reinforced within the research on creativity in academia (Jackson & 
Shaw, 2006; Kleiman, 2008).  The lack of conversation about creativity is picked up in 
the next narrative in which the participant draws attention to the extent of the links 
between creativity and social care.  This extract also brings attention to what narrative 
inquiry as a research approach has to offer, that is, the opportunity to bring to our 
conscious awareness that knowing which resides within us which when tapped can give 
rise to moments of insightful thinking. 
      
I think, again, it's kind of when you even when you participate in an interview 
like this, you, kind of realise the extent of the links between creativity and social 
care. And I don't know if that's always at the forefront of people's minds, em, 
em, no, on a day to day basis but I think creativity can definitely-be brought in, 
in lots of different ways. And I think it is but maybe a little bit like me. Maybe 
pigeonhole creativity into certain categories like art and drama, and maybe 
don't look as broadly at it. Em, but when you stand back and think about it, it is 




I guess it's probably looking at it in terms of what it has to offer, and, thinking 
about it a little bit more broadly. And I guess like any anything, with you know, 
with our, with how we operate, we all have our own modules, and we all get on 
with them. And while we might have a good understanding, or, think we have, 
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an understanding of what other people are doing and how we might overlap, I 
think a lot of the time that's down to individuals just communicating. And I don't 
know, if we, I think at times, we could benefit more from a crossover or 
understanding of what each of us are doing because then we can tie it in more 
in the classroom. Whereas if you don't understand what's going on or in 
somebody else's modules, you have a brief idea but you're not fully sure, then 
you're less likely to make the links for students, you know. So, I think all of us I 
know where as far as is possible em to have a good grasp of what everyone else 
is doing. And being able to connect that in. So, I guess that's down to maybe 
more joint assessments, em more coordination or collaboration in the team. 




I guess look training… I think any external training that you do helps you to 
think a bit more creatively, and it also gives you, ideas on how to maybe enhance 
your teaching as well, and think differently about how you deliver content so 
that that would also be a factor. I mean, I know we go to the Social Care 
conference every year … I always come back from that with a few new ideas, 
em because of listening to other people and what they're doing, and I, I, really 
enjoy that. And it’s really like, a joy getting out of my own little cocoon and just 
hearing what other people are doing and how they're approaching topics. So, 
linking in with other colleges, I know they have like special interest groups and 
things like that. And I think that, to me that that would be something that I'd 
really enjoy doing. Maybe a little bit more times is hearing about how others 
teach and sharing ideas. Yeah, that would be that would be another way. (SC3) 
   
 
This narrative concludes the final theme of this chapter with some suggestions on how 
links between creativity in education and creativity in practice could be strengthened.  
While detailed, it captures points of overlap in many of the participants’ responses and 
so I have included it here as representative of the most popular suggestions put forward. 
In the participant’s response above she speaks of the need to think more laterally about 
the idea of creativity in social care as well as better communication and more 
collaboration within programme teams so that links between modules can be clearly 
established and reinforced for students.  This suggestion touches on the idea of a more 
integrated approach to programme design and delivery as a way of embedding 
creativity in the curriculum rather than viewing creativity as a stand-alone subject 
housed within creative studies modules solely which as I see it is an ad-hoc approach 
to developing creative capacity in students.  In her concluding remarks further training 
is highlighted while collaboration is restated as a way forward but this time with 
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reference to linking in with other colleges and special interest groups under the umbrella 
organisation of Social Care Ireland.    
 
4.6 Conclusion to Chapter  
The narrative evidence presented and discussed in this chapter acknowledge that all 
participants believe creativity is accessible to all, and by extension hold a democratic 
view of creativity in social care education.  In addition, creativity is spoken about in the 
context of everyday activities although the term everyday creativity is not used.  This 
suggests the concept is most relevant to social care.  A key finding emerging from this 
research is that creativity is most often conceptualised in relation to critical thinking, 
reflective practice and experiential learning.   
 
In terms of applying creativity to practice, it is viewed as way to think imaginatively 
about problems and empathise with others enabling students to better understand 
complicated ideas and the complexities of a person’s life and respond to a range of 
diverse needs in professional practice.  Munt and Hargreaves’ (2009) framework of 
empathetic imagination is identified as core to the learning process as well as arts-based 
learning approaches. Self-development is core to building professional capacity and 
creativity is seen as an integral component to developing relationships with others. 
Creativity is also a way of perceiving and doing things in a non-routine way with others 
to find the best solutions to problems.  Across the narratives, creativity is understood 
as having both individual use-value and social use-value, however the frequent use of 
creativity as a tool both in education and practice highlights the dominance of creativity 
as a commodity.  An unexpected outcome from engaging in conversation on this subject 
is the extent to which participants spoke of the ways in which creativity is also 








Chapter 5 Conclusions 
 
The purpose of this study was to explore academics’ conceptions of understandings of 
creativity in their pedagogic practice and in a professional disciplinary context.  Given 
that research concludes that creativity does not feature in daily academic discourse 
(Jackson & Shaw, 2006; Kleiman, 2008), I sought to hear the voices of social care 
educators on this topic so that a better understanding of creativity in social care could 
be known.  
 
Findings from this study reveal that a democratic view of creativity is commonly held 
among social care educators, a view consistent in the literature on creativity in 
education.  The research also highlights that creativity is most often conceptualised in 
relation to critical thinking, reflective practice and experiential learning. Existing 
literature identifies links between creativity and aspects of reflective thinking and the 
use of experiential learning in the context of arts-based learning, however, the 
interconnections between creativity and critical thinking is not discussed in the 
literature.  The study also identified how creativity can be applied to social care 
education and practice, highlighting it is as way to build professional capacity in 
students and equip them with the necessary knowledge, skills and tools to respond 
imaginatively to service user’s needs and the challenges of the workplace.  The 
literature supports the centrality of creativity in the personal and professional 
development of students.  Indeed, it is a strong theme in the literature reviewed.  The 
self-development of students is however predicated on educators being creative in their 
approaches to learning and teaching, another theme discussed in the literature.   
 
The stories shared with me highlight that many participants value creativity in 
instrumental terms while creativity is less appreciated at the individual level.  This is 
exemplified in the accounts of creativity in practice which speak less of the value of 
creativity for the person in receipt of care as well as care staff.  This finding suggests a 
lack of awareness of the contribution that creativity can make both for the service user 
and the workforce in terms of improved wellbeing and enhanced service delivery, all 
of which contribute to a better quality of life.  A linked issue is the lack of attention to 
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other forms of creativity that are expressed in everyday life.  Richards (2010) reminds 
us creativity can be expressed through any kind of activity in everyday life.  However, 
arts-based methodologies are frequently used in a teaching context and in professional 
practice suggesting a close association of creativity with the arts.  As has been argued, 
the incorporation of the arts into social care is an important aspect of creativity but the 
problem with strongly identifying creativity with the arts as Schmid (2005) sees it is 
that it diminishes the role of creativity in everyday activities.  Thus, I argue that the 
drive to realise students’ creative potential is hampered as students don’t readily 
identify with being creative or see the value of creativity in their personal and working 
lives.   
 
As stated in Chapter 1 of this thesis, thinking of creativity in terms of skills solely is a 
reductive view of creativity, one that does not account for the new ways of thinking, 
seeing, doing and being as evidenced in the literature and reinforced within the findings 
of this study.  If creativity is to be truly valued and supported in social care, it must 
move beyond the current preoccupation with creative skills and prioritise nurturing of 
the creative mind as central to the development of the student practitioner and 
professional social care worker.  Rather than undermining the place of creative skills in 
education, this approach acknowledges and continues to draw on the methods currently 
in use in developing students’ creativity while accommodating new ones.  However, 
the use of creative skills alone is not enough and research into other ways in which this 
creative state of mind can be cultivated is needed.  I contend this requires engagement 
with ideas from cognitive research on creativity, for example the work of Ruth 
Richards.  While contradictory to a purist notion of creativity as socially produced, this 
suggestion is put forward in conjunction with sociocultural approaches whilst critically 
maintaining the centrality of a sociocultural view of creativity in social care. 
 
Social care would also benefit from engaging with the literature on creativity and 
critical thinking in higher education as well as the current trend in creativity research 
towards creativity and collaboration.  Support for continuing professional development 
in creativity in social care would also be useful here.  That said, negotiating the 
complexities of continue professional development in an era of increasing roles and 
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responsibilities and given the reality that educators are time poor is perhaps the biggest 
challenge facing the development of creativity in the sector.  However, as highlighted 
in this study collaborative inquiry is key and while informal arrangements play a role, 
more formal mechanisms such as the establishment of a creative Studies subgroup 
within Social Care Ireland as suggested by one of the participants in this research 
project is promising. 
 
Dialoguing with a small groups of social care educators has helped bring this story to 
life and in doing so offer valuable insights into how creativity is collectively understood 
and applied in education and professional practice at a local level.  The process of 
conversing with academics on this subject reaffirms for me the importance of ongoing 
dialogue to deepen our understanding of creativity in this context.  However, it is a 
story that is unfolding and one which calls for investment from others working in the 
field most importantly from different disciplinary backgrounds to reach its full 
potential. 
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email.  Participants who elect to partake in this study are 
therefore known to the researcher to differing degrees.  
Thus, a convenience sampling method is the approach taken 
to the selection of participants.    
As … [identifying information removed], I am aware that my 
role here is that of “insider researcher”. 
Inclusion Criteria Academics lecturing on the BA (Hons) in Social *** 
programme in ***. 
Exclusion Criteria Anyone falling outside the inclusion criteria. 
Will participants be remunerated, and if so in what form? No 
 
Justification for proposed sample size and for selecting a specific gender, age, or any 
other group if this is done in your research. 
The sample size takes account of a review of the literature on narrative research which 
highlights that the total number of participants in a study does not equate to quality 
research findings (Lal, Suto and Ungar, 2012).  Rather, depth of understanding and 
experience is the primary focus here.  My decision to interview six participants is also 
based on a recommendation from Glynis Cousin (2011) who states that this type of 
inquiry should include ‘…at least five narratives from a particular group in order to say 
something plausible and compelling about it’ (p. 99). 
 
6. RISKS TO PARTICIPANTS 
 
a) Please describe any risks to participants that may arise due to the research. Such risks 
could include physical stress, emotional distress, perceived coercion e.g. lecturer 
interviewing own students. Detail the measures and considerations you have put in 
place to minimize these risks 
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b) What will you communicate to participants about any identified risks? Will any 
information be withheld from them about the research purpose or procedure? If so, 
please justify this decision.  
 
 
Protecting the professional identities of the research participants and integrity of the 
institution will be my main priority as researcher.  Concerns for the re-presentation of 
data will be to the forefront of this study. Given the nature of narrative inquiry, I am 
aware that interpretive challenges to do with ‘issues of trustworthiness’ (e.g. language – 
what people say and how they say it (Cousin, 2011), metaphors and the position of the 
researcher – I insert myself in the research) will require “degrees of researcher reflexivity” 
(Cousin, 2011, p. 18).  Issues of trustworthiness will also be addressed by providing 
research participants with opportunities to meaningfully engage in the data analysis, 
reviewing provisional analysis of interview transcripts **** … (Cousin, 2011; Glucksmann, 
1994).  In that regard, emphasis will be on negotiated meanings and co-constructing the 
narrative while acknowledging “the messy, uncertain, and nonlinear nature of living out 
narrative inquiries” (Huber, Caine, Huber and Steeves, 2013, p. 221).  Accuracy in the 
interpretation of participants’ telling of past viewpoints to inform their current position 
on the research topic will be a further concern, but more importantly, the language 
structures inherent in these storied events. 
 
Participants will have the opportunity to review their transcripts to check for accuracy - all 
reference to *** (if any) will be removed.  No information will be withheld from the 






7. INFORMED CONSENT 
 
 YES NO N/A 
Will you obtain active consent for participation? Yes   
Will you describe the main experimental procedures to 
participants in advance? 
Yes   
Will you inform the participants that their participation is 
voluntary and may be withdrawn at any point? 
Yes   
If the research is observational, will you ask for their consent to 
being observed? 
  N/A 
72 
 
With questionnaires, will you give participants the option of 
omitting questions they do not want to answer? 
  N/A 
Will you tell participants that their data will be treated with full 
confidentiality and that, if published, it will not be identifiable 
as theirs? 
Yes   
Will the data be anonymous? Yes   
Will you debrief participants at the end of their participation? Yes   
Will your project involve deliberately misleading participants in 
any way or will information be withheld? 
If you answer yes, give details and justification for doing this 
below.  
 No  
N/A 
a) Please outline your approach to ensuring the confidentiality of data (that is, that 
the data will only be accessible to agreed upon parties and the safeguarding 
mechanisms you will put in place to achieve this). You should include details on 
how and where the data will be stored, and who will have access to it. 
The researcher will protect all confidential forms of written, verbal and electronic 
communication gained from research.  Participants’ identities will be sufficiently 
protected in data presentation. Pseudonyms will be used to ensure confidentiality of 
participants.  Data gathered will only be made available to the relevant interviewee who 
participated in a given interview.   
Interview data will be collected using a digital recorder. Audio data from the interviews 
will be transcribed and stored in encrypted form, password protected, stored on the 
researcher’s own computer in *** and held for no longer than the standard 3-year period.  
Data collection in the instance of paper documents (e.g. field notes) will be scanned and 
also stored on the researcher’s computer in ***.  In the case of visual aids/artefacts, data 
gathered will be photographed with permission and securely filed again in the 
researcher’s office on *** premises.   
Data gathered will also be made available to the research Supervisor and it may also be 
published. 
b) Please outline how long the data will be retained for, if it will be destroyed and 
how it will be destroyed.  
Interview data will be retained for no longer than the standard 3-year period.  The audio 
recordings from the interviews will be deleted from all electronic devices soon after the 
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interviews have taken place and interview transcripts securely stored on the researcher’s 
computer.  Data collection in the instance of paper documents (e.g. field notes) will be 
shredded following safe storage of scanned notes from all interviews.  In the case of visual 
aids/artefacts, data gathered will also be scanned and stored on the researcher’s 




I have read and understand the *** guidelines for ethical practices in research and have 
read and understand the data protection guidelines. 
 
Signed:         Name:    ______________ 
Date:          
(Researcher) 
 
Signed:         Name:      _ 
Date:          
(Supervisor/Research Centre Director/Head of Department) 
 
9. STATEMENT OF ETHICAL APPROVAL 
 
Supervisor/Research Centre Director/Head of Department 
This project has been considered using agreed procedures and is now approved/ referred to 
the Ethics Committee 
 
Signed:         Name:      __ 
 
Date:          
 
Chair of Ethics Committee 
74 
 
This project has been considered by the Ethics Committee and ethical approval is granted. 
 
 
Signed:        Name:        
 































NOTE: Ethical approval was granted on the basis that the participating institution is 
not disclosed in this study. All identifying information has therefore been 






Appendix B: Ethics Exemption Approval 
 
 
Ethical approval for this study was granted by the Institute in which the study was 
conducted. However, the Covid-19 pandemic caused the closure of this relevant body. 












































As part of my research in TU Dublin, I am conducting a study on academics’ 
understanding of creativity in social care undergraduate education in Irish higher 
education. I am emailing to invite you to participate in this study. The research has full 
ethical approval from the School Ethics Committee (SEC) of ****. If you require 
confirmation of ethical approval, I can provide you with a copy of this document upon 
request. 
  
I attach a description of the research project and what is involved should you decide to 
participate in this study. It is my intention to begin data collection now, and up until 
March 2020, and would be most appreciative if you could take some time out of your 
busy schedule to share your experiences of creativity in your learning and teaching 
practice.  
  
Should you choose to participate in this study, I will arrange a suitable venue for the 
interview at a time that works for you.  
  
If you have any questions about the project, please do not hesitate in contacting me.  
  
Thank you for your time and I hope to hear from you soon. 
   
Kind regards,   
 
Louisa Goss  
 
Lecturer in Social Care 
Department of Humanities 
Dundalk IT 
 



















LEARNING, TEACHING & TECHNOLOGY CENTRE [LTTC] 
 
Participant Information Leaflet 
  
You are invited to participate in this research project which is being carried out by 
Louisa Goss. Your participation is voluntary.  Even if you agree to participate now, 
you can withdraw at any time without any consequences of any kind. 
 
The study aims to investigate the qualitatively different ways academics within the 
discipline of social care, conceptualise and operationalise creativity in relation to their 
learning and teaching practice and in a professional disciplinary context.   
 
If you agree to participate, this will involve you participating in one semi-structured 
interview at a time convenient to you.  The meeting is expected to take no longer 
than one hour and will be conducted on the Institute (DkIT) premises.   
 
Artefacts that hold symbolic importance to you in terms of their relevance to creative 
learning in your professional practice will also form part of the data collected.  
Permission to photograph visuals aids or artefacts will also be sought as part of the 
data collection process. 
 
Protecting the professional identities of the research participants and integrity of the 
institution will be my main priority as researcher.  Concerns for the re-presentation of 
data will be to the forefront of this study.  Given the study will employ narrative 
inquiry, I am aware that interpretive challenges to do with ‘issues of trustworthiness’ 
(e.g. language - what people say and how they say it (Cousin, 2011), metaphors and 
the position of the researcher – I insert myself in the research) will require “degrees 
of researcher reflexivity” (Cousin, 2011, p. 18). Issues of trustworthiness will also be 
addressed by providing research participants with an opportunity to meaningfully 
engage in the data collection, reviewing and commenting on the accuracy of the 
provisional interview transcripts (Cousin, 2011; Glucksmann, 1994).   
 
All forms of written, verbal and electronic communication which I obtain from you 
during this research which can be identified with you will be treated confidentially.  I 
will do this by storing transcribed audio data in encrypted form, password protecting 
data, and holding this information for no longer than a 2-year period on my own 
computer in *** after which it will be deleted.  Audio recordings will be deleted from all 
electronic devices soon after the interview has been conducted. Data collection in the 
instance of paper documents (i.e. field notes) will be scanned and, also stored on my 
computer in *** and hard copies shredded.  In the case of visual aids/artefacts, data 




In the case of audio-recordings, written transcriptions will be made for analysis. 
Extracts of the data from this research project may be published in future. The 
original recording and all copies will be available only to the present investigator, 
Louisa Goss and the research Supervisor.  The recordings will be kept in a secure 
location which will be locked when the researcher is not present.  Participants’ 
identities will be sufficiently protected in data presentation.  Pseudonyms will be used 
to ensure confidentiality of participants, for example “SC1” for social care interviewee 
1.   
 
It is anticipated that the outcomes of this study will be a more complex and nuanced 
understanding of creativity from those on the ground by taking both a domain-specific 
and pluralistic view of creativity while acknowledging the importance of historical, 
cultural and systemic influences on our understandings of creativity.     
 
I do not envisage any risks to participants from involvement in the research; you will 
not be required to answer any questions you do not wish to. 
 
































Appendix E: Consent Form 
 
 
Researcher’s Name Louisa Goss 
Academic Unit Learning, Teaching and Technology Centre, Technological University 
Dublin 
Title of Study Narratives of Creativity among Social Care Educators in Irish Higher 
Education 
 
The following section should be completed by the research participant 
 Yes No 
Have you been fully informed of the nature of this study by the 
researcher? 
(Note that this would typically include use of a participant information 
sheet.) 
  
Have you had an opportunity to ask questions about this research?   
Have you received satisfactory answers to all, of your questions?   
Have you received sufficient information about the potential health 
and/or safety implications of this research? 
  
Have you been full informed of your ability to withdraw participation 
and/or data from the research? 
  
Have you been fully informed of what will happen to data generated by 
your participation in the study and how it will be kept safe? 
  
Do you agree to take part in this study, the results of which may be 
disseminated in scientific publications, books or conference 
proceedings? 
  
Have you been informed that this consent form shall be kept securely 
and in confidence by the researcher? 
  
 
Name of Participant Please use block capitals 
Signature of 
Participant 
 Date  
Signature of 
Researcher 












Appendix F: Qualitative Research Interview Questions 
 




The indicative questions stated below form the basis of a semi-structured interview 
that aims to critically explore social care educators’ understandings of creativity in the 
academic and professionally disciplinary practice of social care.  While some 
questions are fully decided, others are not fixed.  Adopting this approach allows the 
researcher scope to ask follow-up questions.  In this instance probing will be used 
where clarification is needed, or elaboration is sought from an interviewee based on 
their responses to indicative questions. For example, the researcher may make use of 
follow-up questions like ‘Could you say some more about that?’; ‘What do you mean 
by that . . .?’  
  
RQ How do social care educators conceptualise and operationalise creativity in 
relation to their pedagogic practice and in the professional disciplinary practice of 
social care?  
1. Can you think of an experience you had in your personal or professional 
life where you witnessed creativity in action? What did it look like? 
 
2. How would you describe what ‘creativity’ or ‘being creative’ looks like in 
the practice of social care?  
 
3. What would ‘creativity’ or ‘being creative’ look like in social care 
education?  
 
4. Can you tell me about your experience of creativity in your teaching 
practice? 
 
5. Is being creative in your role as a social care educator similar or different 
to being creative in social care practice? Could you expand on your 
answer?   
 
6. Based on your professional experience, what role does creativity play in 
social care and how might creativity be valued?  
 
7. What factors, if any, would you say have influenced your views on 




8. Do you feel there should be stronger connections between creativity in 
social care education and within the practice of social care work? Please 
could you expand on your answer.  
 
9. How do you feel any links could be achieved in practice? 
 











































Appendix G: Braun and Clarke’s (2006) framework for                     


















Appendix H: Transcript of Research Interview 
 
Transcription of Interview no.3 
Recorded on Thursday 2nd April, 2020 
 
R  0:05   
Okay, so good morning and thanks very much for coming along for the interview. 
Em, I've said it's a very narrative inquiry style of interview, so I'm interested to get 
your thoughts and experience on creativity in your practice. But, just to begin with, 
just if you can think of em, an experience you had where you - if you can think of an 
experience you had in your personal or professional life where you witnessed 
creativity in action. What did it look like? 
 
SC3  0:38   
Em, I guess I, when I, I did actually - family therapy a few years ago before I started 
in *** name of Institute] and we did quite a bit of personal and professional work in 
that course. And I remember em the interesting experience where we actually had to 
em use creativity as part of the whole process and we had to use a range of little kind 
of figurines and toys that I'd associate with children more, so to tell a story about our 
own our own family life and em, I remember everybody getting really kind of sucked 
into it and really engaging with it. Actually, telling very personal stories through the 
use of toys you know, and I was quite struck by that as a way of getting people to 
open up - em, eh, I don't think the same stories would have come to the fore if you 
had just asked people to write it down, or to just verbally talk about them, you know. 
So, that's what comes to mind em from a professional, from my own education. We 
would have used creativity quite a bit in college when I was doing my Social Work 
Master's as well. I remember having to do presentations that were more creatively 
lead, you know not PowerPoint sort of a presentation post placement and I found that 
very um useful - and bringing in symbol, I remember other people bringing in 
symbols um of their learning. Yeah, it just, it helped to engage me as a student but 
also helped me to share information that I probably wouldn't maybe be um I don't 
know free to share if it was just in a discussion style, if that makes sense?  
 
R  2:56   
Yes. And if you're okay with answering this, eh what kind of experiences did it allow 
you to share? Even you know, even just one example. And what do you think might 




SC3  3:18   
I think because you could see other people opening up em in a way that was - it kind 
of maybe moved away from just the academic end. Like I'm thinking of my Social 
Work Masters and doing a presentation at the end of placement where I can fit my 
own life to the life of a service user that I met in a drug treatment service, with the 
same age, same gender, but our lives were very different. So, I remember just em kind 
of giving a life story of myself and then her, her, life story. And, em I think because 
I'd seen other people been using creative means in really interesting ways, em you 
know, artwork, em some people even doing a drama that I kind of said, ‘It's okay to 
kind of go outside the norm of kind of academic presentations here’, that you, you 
could just, I don't know that you're a little bit freer to talk about something more 
personal. And, I guess you could see that people were more interested or engaged in it 
as well. So, I see that with students that that others when, when you bring a bit of 
creativity into the classroom that, that it does engage people, and it keeps them 
interested, and then they ask more questions. And I think everybody gets a little bit 
from it em to be honest, you know. I guess it's because it's maybe more personal. And 
you're, yeah, you're talking about something that's significant to you rather than just 
trying to maybe sometimes fit the academic theory with practice in a kind of em, uh 
what would you say?, em, eh a way, you know, with the way we ask them to link 
theory to practice or read certain articles or their learning, but this is maybe a little bit 
freer and more individual. 
 
R  5:25   
So, the personal connections really, important, then? Being free? 
 
SC3  5:29   
Yeah, yeah. Yeah. 
 
R  5:32   
And are there any other features like from that experience just thinking back that you 
would think, yeah, that counts for being a really, creative experience? 
 
SC3  5:46   
I guess the way it's set up sometimes to you know, the, the - not the, the, desk and the 
chair, more kind of all round in a circle. And, that that, that probably enabled me to 
feel more comfortable with it for sure. Yes. Em, and then I suppose there's a huge 
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diversity isn't there when you bring in creativity with something like that? That you're 
- no two presentations are going to be the same. And everything helps, I think. 
 
R  6:36   
And, how would you describe what creativity or being creative looks like in the 
practice of social care? 
 
SC3  6:47   
Yeah, I guess - that's a good one, and I'm kind of, I have learned quite a bit about that 
since I started in *** [name of Institute]. I mean I would have brought creativity into 
artwork, em and completing artwork more broadly. I mean, definitely in terms of em, 
that they you know, role playing, looking at em creative illustrations that I would use 
- I'd use eh a good bit with fourth years, you know, a title a broad title and you ask 
them for a creative illustration of their learning. So that could be anything from home, 
to a play, a story being told of a service user and where they have, to step into the 
shoes of what that service user might be feeling like and to tell that story. So, 
storytelling, em obviously artwork, and even some dynamic you know PowerPoint. 
What's that? What's that version of PowerPoint where it's, it's more creative? I'm 
trying to think of a name of it now. It'll come back to me Louisa. Em, poster 
presentations now and looking at different ways in which they can express their 
learning. But moving away from just the same form all the time. Yeah. 
 
R  8:27   
And could you say a little bit more about em how it looks like, how creativity would 
look like in social care practice? 
 
SC3  8:35   
And, yeah, well, I'm thinking of eh, em, I'm thinking of fourth year students two years 
ago, I had a group of service users with intellectual disability from *** [name of 
social care service] come in and the fourth had to do em, a person centred plan with 
the service users and this was all organised with the organisation and there was 
support staff there as well. But in that in that piece of work, I think they all struggled, 
and I struggled a little bit initially too because I guess they had their, their print outs 
and they had their plan. And then like, okay, as in work, here's the service user that 
has some - had no verbal, you know, em verbal ability, they were relying solely on em 
eye contact, facial expressions, body movements to do a piece of work, and others had 
shorter attention spans, different types of intellectual disabilities where they weren't 
going to be able to focus specifically on a task for an hour long class. So, the students 
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had to come up with all sorts of creative ways of engaging the person building the 
relationship and they come in with, some come in with stress balls there were using. 
Others came in with printouts of drawings that they were reusing or others had to you 
know, head off for a walk around the grounds of the college, just em I suppose help 
the person regulate themselves and to be able to focus on conversation through 
movement. Others went up to the sensory garden in the *** [building on the campus] 
and em, the room there were there are all sorts of sensory equipment and you used the 
environment that was more conducive to engagement. So, I thought, it definitely 
come to light there. Really in the disability service that's where em eh, and the 
exposure to creative modules really helps our students' ability to engage with service 
users across the board. I mean, working with young people in residential care. Again, 
em engaging in art as a means of [inaudible] has been a really useful experience for 
students and they have perhaps maybe not valued the creativity piece as, until they 
went out on placement and then thought, ‘Okay, this is actually really useful now’. 
I’ve said that lots of times. They come back after especially after their first placement, 
and they talk about the creativity modules and the usefulness of those to help service 
users across the board, but I would say within disability services em, and working 
with older people as well, primarily. Yeah. 
 
R  11:49   
And could you just say a little bit more about working with older people? How it 
might look like in that context? 
 
SC3  11:57   
Yeah, I guess I'm just thinking of a few students, on placement too, em, you know, 
care primarily for older people. But when they have - again, I think the use of music 
and the use of art are a really, effective way of gaining and I suppose it might start out 
as a, an activity that fills time. The older person may be using their, their, skills or 
their drawing, you know, to help them with mobility, but it moves into then becoming 
about relationship building. And I think in that setting students can be little bit 
awkward. You know, you're possibly 50, 60 years younger than the people you're 
working with. And there could be a range of behavioural difficulties. And you know 
sitting down having the conversation isn't necessarily going to be the – what, what the 
service user wants or what you're more comfortable with. So, creativity and the use of 
music, art, and arts and crafts in some way helps to I suppose em, free people up and 
give them a task to do to feel comfortable in your presence and to link in em - that 
would be the feedback from some students in say, like nursing homes or looking at 
people who've worked in *** [name of social care service] with people with 
Alzheimer's em we're you're to do - your, your kind of conversation is going to be 
hampered by perhaps em, eh a medical issue or eh you know, an illness. I think it's it 
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comes into, it comes to mean something important then you know, or be really, really, 
useful. Yeah. 
 
R  14:02   
And you have said, have said a bit about what em creativity or being creative would 
look like in social care education. Could you expand on what you've just said there 
previously? 
 
SC3  14:16   
Okay, so em, yeah, I guess, I know creativity is broad, isn't it? And it's I guess I would 
have initially sort of pigeon-holed creativity into art and drama. But I guess, em now I 
see it even when we look at role plays in some of my classes and given the scenario of 
a service user and em maybe getting the students to think about the service user and 
what their life might be like - I think you have to tap into creativity there. First, of all, 
even coming up with the scenario em, and then try to paint the picture of their, their 
circumstances, their, their - where they're living, what life might be like. Em, all, of 
that taps into your creativity I think and your ability to, to think a little bit differently, 
and roleplay and case scenarios and I'd use that quite a bit in class. I suppose I'm 
drawing on, I'm drawing you know, I'm drawing on my own experiences in social 
work for a lot of those case studies but sometimes I em I enhance them or I add more 
detail in and I hope that I'm able to paint a picture then for the students that is kind of 
reflective of scenarios that they might come in contact with when they are out in 
practice. Em, and I think I can also use the experiences that I've had going out on 
visits and listening to students talking about different service users that they've 
worked with and some of the experiences that they've had. I think that's that also 
enables me to kind of help them connect theory to practice. So looking at case 
examples would be a big part of what I do, em, and kind of trying to map out a 
scenario and then get them to, to think about it and link in theory and link in their 
skills and values and all of that. Em, that would be a big part and then using like, 
creative illustrations. Say for example, with the fourth years now em looking at the 
addiction module - what I set for them in terms of assessment was a creative 
illustration of a theme connected to addiction and connected to children and families. 
So, they were using em, they were researching the topic, but then had to drill down 
into some aspect of their learning and creatively share that information with the with 
the rest of the class. Em, so to give you an example of one student em, eh what they 
were planning to do before all of this happened. Em, they were going to take a 
scenario or case example of somebody who was battling addiction, and instead of 
looking at it from a service delivery point of view they were going to look at it from a 
service user point of view. And with background music playing and all the rest, they 
were going to read a narrative em from that person on what their life is like and the 
experiences they're having. And the aim of that was to get other students to step back 
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from perhaps looking at the addiction and seeing what the person is doing wrong and 
what they could do to help them. They were getting into the shoes of the actual 
service user and saying this is what it's like to live in my in my shoes and what my life 
is like. So, from a learning view then you have a student who now was maybe able to 
say ‘Look it's more complicated than I realised. It's not as easy. It's not a case of just 
stop using drugs. There's so many other complicated factors that that are having an 
impact here’, and let's look at that, you know. Let's look at how we might best help 
the service user really understanding what their life is like, you know. That's another 
example. And I have another example. Is that, is that enough there Louisa? I have 
another. 
 
R  18:44   
No, because I was going to ask you if you could tell me more about your experience 
of creativity in your teaching practice? It's very fascinating that example you give. 
 
SC3  18:53   
I also I teach over in the *** [name of department] and the *** [module title], and 
that's eh, you know, one semester module em for people who are working in the *** 
[student cohort identified] … and what we use in that, in that in teaching in that 
course, but I've brought it into social care is that we use this exercise called in your 
shoes. So, it's em a series of examples of women who are in relationships where there 
is domestic abuse, psychological abuse, sometimes physical abuse, and there's a series 
of cards. Okay, so you map out the story - they're coloured cards, and basically you 
give the students a card and in the card there's a narrative of a woman's experience em 
at a moment in time, and then they have to make a decision reading that short 
narrative whether they move on to em eh, they make a decision at the end of the 
narrative as to whether they take step one, step two, step three, step four. So, an 
example might be that this woman is deciding to leave her partner where there is 
domestic abuse. She has small children. Em, does she go to the social welfare office 
for you know, some finance so that she can em at least feed her kids if she leaves this 
relationship, or does she go to the housing agency and try and get housing sorted? So, 
it plays out this story of this woman and it shows the level of complexity of her life 
and how difficult it is for her to break free from that relationship because of all the 
structural barriers, socio economic factors, emotional issues, maybe addiction, and it's 
so powerful. I mean students get so much from it because they come back and they, 
they, really lived in that woman's shoes for the last hour. And they come back at the 
end of class and say, ‘Oh my god, I didn't realise it was so difficult for her to leave. I 
thought it was just a case of you decide to go you go’. And then they go, ‘No, no, 
there's so many factors that you have, to take, into account, there's so many 
considerations, and it's so difficult to actually leave’. So that is another creative tool I 
use. And that's very powerful. So I guess in those two examples, it's, it's getting the 
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student -creativity helps me to get the students to understand the realities of service 
users lives, rather than looking in from the outside and making maybe very em 
making a judgement first really, you know. So that's - yeah. 
 
R  22:04   
Brilliant. Okay. 
 
SC3  22:05   
I hadn't thought of it about that earlier. Yeah. 
 
R  22:08   
Great. Em, I'm thinking just based on your professional experience, what role do you 
think then creativity plays in social care? And how might it be valued? 
 
SC3  22:25   
I think across the board it does play a part and I think when you broaden it to think 
about creativity in terms of what I just talked about there, and other forms of 
placement, I think, for learning and we have learned in our own team that em when 
you bring a creative element into the assessment that that it does enhance it, definitely 
enhances it when you're listening to the discussion. But also, the students I think they 
enjoy it. I think initially - but what really are you asking me to do? Because if you are 
asked to do an essay it's clear cut, you know, but when you ask them to bring a 
creative domain in I think a bit like myself, they might think I'm not very creative or I 
don't have, that's not my thing. But then they realise actually, they are creative in lots 
of ways and for some it's music, or for some it is art or drama, or you know, making 
something in other - I think, em I think we're all creative in different ways but we 
might not necessarily think of ourselves as creative initially. So, I think they're 
exposed to it in in the modules em in the specific creative modules and then I think 
that helps them to, when they go on placement make links between the usefulness of 
that and practice. And then they build on that. And by the time they get to fourth year 
they're able to bring creativity into their presentations. Em I don't know if first years, 
if they'd be ready for all of that but I think by fourth year I definitely-see an ability to 
think broadly about creativity, em for sure. So yeah, it's important, it fits very well. 
Because I think when you're dealing with the types of scenarios that we that they will 
be dealing with in practice I think you have to think creatively about what you're 
doing. And I think it also helps them to step back and look at themselves and think 
what could I do differently? You know, and how could I practice differently? So, 
90 
 
creativity and reflective practice complement each other. Yeah, yeah. And that's, that's 
the cornerstone of what we want.  
 
R  24:59   
In what way would creativity and reflective practice em compliment, each other? 
Could you say a little bit more about that? 
 
SC3  25:09   
Yeah, well, I think in order to be reflective of your practice and, and, to stand back 
and look at it and say, ‘What was I doing there? What could I do differently? And 
how could I perhaps use what went fruitfully well again or how could I change what 
didn't go so well, and do things differently?’ I think, I think that that requires you to 
step back from perhaps what you would normally do and try and think about how you 
might engage differently with a certain service user. And I guess, being creative to me 
says that you, you, can think about an alternative. And you're not totally invested in a 
way of practicing or believe there's only one way to do things. And so, say for 
example, we talk to students, you know about working with young people and like 
sitting down having the conversation across the table isn't necessarily going to be 
conducive to opening, up. But if you go out and engage with the young person 
through football or em going for a walk on the beach or em eh drawing, making 
something together, baking together, cooking a meal together, the young person will 
open up in in a way that they mightn't. They'd feel less intimidated by your, your, 
presence perhaps, and that they you know, there isn't that pressure to sit across the 
table from somebody and be eyeballed by them. You know, you're engaged in 
something that's maybe sensory as well. Em you know, so the baking, the whole 
sensory aspect to it I think really helps to, to free people up. You know, and yeah, I 
think that that's a big part. Maybe sometimes working with young people in care - will 
plug this in Louisa cause I'm only on 10% [battery low]. Em, I think young people in 
care they, they would use that a lot the, the - they'd be mindful of the sensory needs of 
kids and how em again, you can I suppose help them to regulate through some sort of 
sensory way be it the environment or even using the stress balls there at the time when 
I was working with the adults with intellectual disabilities. Students brought in stress 
balls, you know, em they were using them as well as the service users and I think it 
[laughter] it was, it was interesting just to see... 
 
R  27:57   




SC3  27:59   
Yeah, yeah, I think I even took one at one stage and went around the class with it. But 
yeah, I guess I see creativity as tapping into that the whole sensory em the sensory 
needs that people have, you know, and how you can kind of perhaps em use that or be 
mindful of that. So, look reflective practice to me is reflecting on being able to kind of 
have other tools in the toolbox that you can pull out. And, and you know, that 
creativity is, is, in all of that, you know, for sure. How can I - I think I'm thinking 
about really in terms of engagement, and how I can engage people differently. Em 
yeah, does that make sense? 
 
R  28:50   
Yeah, completely. Yeah. Definitely. I'm wondering just about what factors, if any, 
would you say have influenced your views on creativity in social care? 
 
SC3  29:04   
Em, what factors? Em, em I guess it - I think it's listening to the students and listening 
to em, we give them an assignment and you know the creative illustrations and it 
comes back. And I see the quality of it as opposed to doing a PowerPoint presentation 
or to an essay. When I see what comes back, I really think that that em it, it, you get 
sometimes a better quality, piece of work that really does tap into more of the 
reflective component. Em so that has helped. And I guess it's being exposed to 
different modules. I mean, seeing the work y*** and F** do and hearing about that. 
And work with R*** [name of social care service]. I'm looking at and listening to 
other people and hearing how they, they, work, and some of the ideas that they use. 
Em, I think that has helped me think more broadly about my work as well. And what, 
what, I could do. So yeah, I think it's listening to students and engaging with 
colleagues. And, em I mean, sometimes I give you the example of the *** course 
[course title] I was involved in there. I mean, the assessment for that is also a creative 
illustration. I was the one that kind of suggested that because of my experience with 
social care, and I mean, every time we listened to the assessments at the end, and the 
brief is creatively, illustrate your learning. Em, I'm blown away by the content and 
what comes forward and as are the other assessors. Em, it - they're very powerful, 
they're very engaging and you learn a lot from it as an educator as well, you know. 
But and it's quite satisfying to see, em students been able to articulate huge levels of 
change of thinking in their practice, you know, *** [student cohort identified] saying 
I now think differently about domestic abuse. You know, that's, that's, the objective 
really. So, I've seen it come to the fore in that environment as well, which is closely 




Em, and I guess being out on placement too Louisa, doing the placement visits, em 
hearing some of the interventions that students are participating in coming up with, 
and creativity been used really, well. Like in, like again, I'm thinking of the disability 
services and I think that's because they really have to be creative in their approaches 
there otherwise they will struggle em and the traditional communication methods 
aren't going to work as effectively em so, and work with young people in care settings 
as well is another good example. So yeah, in practice, in practice, I see creativity 
being used. Yeah. 
 
R  31:46   
And is being creative in your role as social care educator, similar or different to being 
creative in social care practice? 
 
SC3  32:34   
Say that again Louisa. 
 
R  32:36   
Yeah. Is being creative in your role as a social care educator - Is that similar or 
different to being creative in social care practice? 
 
SC3  32:47   
Um, okay, I think I suppose with creativity in - yeah, there's a lot of similarities. I 
think because in as an educator I would see creativity being used as a means of trying 
to engage students and adapting your teaching methods to em keeping them interested 
and help them maybe grasp some key concepts. Em, so when I talk about like em a 
case study of a service user, em I've taken it from perhaps the textbook and saying 
‘Okay, now we've learned about the theory and, and these concepts. Now let's look at 
a real person’, albeit a created person, or you know, a made up scenario, but you're 
trying to bring it into real life and you're trying to paint the reality for them what 
might be going on, and then see are they able to link what they've learned to this case 
example. And oftentimes, they are, and they are, able to think quite broadly about the 
the work, em and they do enjoy real case scenarios. I think from a teaching point of 
view, it's to try and help them to connect with the content that sometimes can maybe 
be a little bit more difficult or they can't connect with because they haven't 
experience. And then in practice, creativity is also used as a means of engaging em 




R  34:41   
Okay, thank you. And do you think there should be stronger connections between 
creativity and social care education and within social care practice? 
 
SC3  34:51   
Em, I do, I think, I think, again, it's kind of when you even when you participate in an 
interview like this, you kind of realise the extent of the links between creativity and 
social care. And I don't know if that's always at the forefront of people's minds, em, 
em, no, on a day to day basis but I think creativity can definitely be brought in, in lots 
of different ways. And I think it is but maybe a little bit like me. Maybe pigeonhole 
creativity into certain categories like art and drama, and maybe don't look as broadly 
at it. Em, but when you stand back and think about it, it is very broad, and I mean 
essentially what we talk about in social care is relationship building. I mean, that's the 
key isn't it?  
 
R  35:51   
Core to the whole thing. 
 
SC3  35:52   
Relationship building, core to the whole thing with service users but also with, with, 
colleagues and being able to work well with people and I think em creativity can be 
essential in all of that. So, yeah, when you when you stand back and think about it, em 
it's fundamental really to how we're, we're - practice as educators but also as 
practitioners. Yes. Yeah.  
 
R  36:22   
And how do you think that em - how do you feel any links could be achieved in 
practice? 
 
SC3  36:29   






R  36:34   
Yeah. How could those stronger connections between creativity in education and 
practice be achieved? 
 
SC3  36:47   
I guess it's probably looking at it in terms of what it has to offer, and, thinking about it 
a little bit more broadly. And I guess like any anything, with you know, with our, with 
how we operate, we all have our own modules, and we all get on with them. And 
while we might have a good understanding, or think we have an understanding of 
what other people are doing and how we might overlap, I think a lot of the time that's 
down to individuals just communicating. And I don't know, if we, I think at times, we 
could benefit more from a crossover or understanding of what each of us are doing 
because then we can tie it in more in the classroom. Whereas if you don't understand 
what's going on or in somebody else's modules, you have a brief idea but you're not 
fully sure, then you're less likely to make the links for students, you know. So, I think 
all of us I know where as far as is possible em to have a good grasp of what everyone 
else is doing. And being able to connect that in. So, I guess that's down to maybe 
more joint assessments, em more coordination or collaboration in the team. Yeah, and 
communication. 
 
You know, that would definitely help. I think, you know, sometimes I'd say,’ Oh, you 
know, I'm doing a joint assessment’ say at the moment with fourth years it's myself 
and C**, so we've both had to have a good understanding of each other's modules, 
and I would know what she's covering, she'd know what I'm covering. So, we, we can 
kind of refer to it in our classes, and sometimes that can be really, beneficial because 
it's reinforcing something for students. Em, but I wouldn't do that all, of the time. And 
I think, I think that would definitely be good Louisa. Yeah. It would help. 
 
R  39:00   
Is there anything else that you'd like to add? 
 
SC3  39:07   
I guess look training or things like MALT, and CELT, or other workshops. I think any 
additional training you do. I mean, even nowadays I was at an online course on 
adverse childhood experiences, you know, it was quite a creative piece of work. I 
think any external em external training that you do helps you to think a bit more 
creatively, and it also gives you, ideas on how to maybe enhance your teaching as 
well, and think differently about how you deliver content so that that would also be a 
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factor. I mean, I know we go to the Social Care conference every year you go along as 
well. I always come back from that with a few new ideas, em because of listening to 
other people and what they're doing, and I, I, really enjoy that. And it’s really like, a 
joy getting out of my own little cocoon and just hearing what other people are doing 
and how they're approaching topics. So, linking in with other colleges, I know they 
have like special interest groups and things like that. And I think that, to me that that 
would be something that I'd really enjoy doing. Maybe a little bit more times is 
hearing about how others teach and sharing ideas. Yeah, that would be that would be 
another way. 
 
R  40:32   
Connections?  
 
SC3  40:33   
Yeah.  
 
R  40:34   
The engagement with other people outside then is very important? 
 
SC3  40:39   
Yeah. Yeah. Yeah. 
 
R  40:42   
Thank you very much. That's been great. Very, very helpful. Em, I'm just going to 
stop recording here. 
 




[END OF INTERVIEW] 
